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ABSTRACT 

This paper traces Virginia Woolf's development of the 

concept of sel f . Her first novel is seen to consist of a 

series of mirror encounters whereby a young protaganist 

comes into conflict with the pattfarchal bias of society . 
.r-

,Freudian and Lacanian theories on young children's 

'-' development of self are employed, togetner with Freud's 

description of the death instinct, to illustrate the 

author's concern with the subjective experience of life 

which ia opposed but yet related to objectivity, as 

exemplified by artistic closure. virginia Woolf's short 

stories are found to be the transition through which she 

developed her mat~re writing style characterized by a fluid, 
- . 

meditative narrative con~aine~ within a controlling 

framework. Mrs. Dalloway is the novel that attempts to 

integrate the isolated, narcissistic self with a conforming 

social role. This balance is achieved in clarissa 

Dalloway's life through considerable personal sacrifice. 
" 

The book explores her imaginative identification in another 

person' s suicide, thElreby attaining the detached point of 
<1 

'view that grants totality to the v~ion of self. 
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RÉsUMÉ 
, 
~L 

J' 
Cet exposé ratrace le,développement du concept du moi de 

" '\\ 
\ Virgini's. Woolf. Son premier roman consiste en une série de 

recontres avec l'image que lui renvoie son miroir, et où une 

jeune héroine entre en conflit avec le~ préjugés patriarcaux 

de la societé dans laquelle elle vit. Les théories 

freudienner et lacaniennes sur le developpement du moi chez 

les jeuJts enfants, ainsi que la description que Freud donne 

de l'instinct de mort sont util isées pour i ustrer le souci 

-

que l'auteur avait ~e l'exp~~ace s jective de la vie, en ". 

/ 

opposition avec ,l'objectivité telle qu'illustrée par la 

clôture artistique. 

Les nouvelles de Virginia Woolf constituent en quelque 

sorte une transition au cours de laquelle son écriture a 

évolué et müri pour aboutir au style -qu'on lui connait, un 

style caractérisé par une narration méditative fluide, mais 

néamoins contenue dans un cadre précis. Le roman HDU. 

Dalloway est une tentative d'intégration du moi isolé et 

narcissique, dans un rôle social conformiste. 'Clarissa 

Dalloway finit par atteindre cet équilibre da~s sa vie, au 
J 

prix de sacrifices personnels considérables. Le roman 

explore son identification imaginative avec le suicide d~une 

autre personne, atteignant ainsi un détachement qui confère 

sa totalité à la vision du moi. 
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PREAMBLE 

The contemporary femin~st movement has focussed 

attention on the sexist bias in much non-specifie qender 
l~ 

tepninology. Enqlish has always used the 1nasculine qender 

to refer to the qeneric human subject, even in collective 
\ 

forms such as mankind, which must, of necessity, be composed 

by half of women. Simi1ar1y, the word Most frequent1y used 

for a person or people in the genera1 sense is 'he' even 

tho~qh it is quite possible that the pers on concerned is a 

female. 

This paper's subject is the feminist writer, Virginfa 
, 

Woolf, and deals principa1ly with two of her female 

protagonists and their experiences in a patriarcha1 society. 

in that sense it is about women and a woman's experience of 

'1ife. However, the paper aise makes much use of Freud's 

psychoana1ytica1 theory. Freud himse1f in aIl his writings 
, 

consistent1y used the masculine qender, except where he 

specifica11y made reference to women. This convention 

exista to this day, and it is difficu1t to know how to 

resolve what ls in fa ct an inexact method~of terminology.' 

Jane Ga11op, in her writinq, consistent1y uses the 
~ 

feminine gender in reference to non-specifie individuals. 

Other writers a1ternate between masculine and feminine 

9~~ers. However, while one applauds the attempt to redress 

the balance, one is 1eft with a style of writinq that has 

, 
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defects. What should be self-effacing in the text becomes 

obtrusive and even has the effect of obscurinq its meaninq. 

I feel that women should accept the fa ct 'that non-specifie 

terms such as 'mankind' have indeed been rendered neutral by 

the feminist mo~ement. There are many' areas of human 

experience today where gender, though inescapable, is , 

nevertheless perceived tè be irrelevant. Law, human rights, 

and access to'health care are examples where qender is, in 

the abstract sense, irrelevant. Of course, qender touches 

the most insignificant areas of human experience, and every 

aspect of cross-genèier contact. Due to the patriarchal 

nature of Western society, women continue to find themselves 

at -"'bdds with the prejudices that exist -in Western society. ~ 

Even in the field of health care" where the principle of 

universality is taken for granted, the individual 

experiences problems with gend~~ stereotypinq. Thus women 

have had to calI attention to a bias amonq many medical 

practitioners which trivializes women's complaints and 

culminates in very serious consequences, exemplified by the 
< 

current abortion ~ssue. with this in mind, l have tried to 

refrain from creatinq a new idiom for the qeneric human 
- , 

subject in this paper. In the interest of the text l have 

appropriated the patriarchal convention and used the 

masculine gender for the non-specifie human subject, except • 

where such use would be inappropriate. I have do ne so even 

though the subj~ct of the paper involves an analysis of the 
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way the feminine is perceived as beinq a deviation from the 

normal. One way to correct this;perception ia to insist on 

the universality of the human experience. 

( 

\ 
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CHAPTER 1 

1 

The mi[Y0r stands as one of the most enduring images in 

art. Its glassy depths reveal some of the most interèsting 

aspects of human psychology. Even in Greek~ythology there 

was an awareness of the ways in which a human subject 

confronts his reflected image. The fate of Narcissus 
~ ~ 

demonstrates an early appreciation of the power of the 

mirror and the consequences of immurement within the narrow 

limits of that specular world. Narcissus has given his name 

to a universal ,human tendency' towards preoccupation with the 
\ 

self. More latterly, the mirror has been used as a s~ilar 

metaphor for the process in the human sub~ect of self-
~ 

i'dentification. In order to develop personality, an 

individual implements a process of setf-objectification 

whereby he becomes aware of the relationship of the self and 

the other. The female sex has als,9 long been ~ssociated 

with the mirror due to a propensity towards vanity which has 

been attributed to women. Twentieth century psychoanalysis 

has, in fact, demonstrated that preoccupation with the 

concept of self is normal to the development of the" adult 

psyche, and is a vital part of the process of individuation. 
Ji> 

Howev:~ women do dévelop mare acutély the sense of 
~ 

themselves as perceived, as objects, and as others, and in 

that sense, the mirror is an appropriate symbol for their 

sexe 
" 
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Virginia Woolf was a writer who continuously explored 

the concept of self in her work. 1 Mirrors became one of har 

most significant images and function on the one hand as a 

means whereby the indi'vidual develops a concept of himself 

and is able to grasp his consequence, and on the other h~nd 

as a means whereby the individual develops a socio-identity 

\ that allows that pers on to relate to other people. 2 

~_/Frequentl/~ these two ideas are in conflict. I~ her first 

novel, l'he Voyage Out, virginia Wool f used a series of 

mirror-encounters to record the development in the mind of 

Rachel Vinrace of a unique sense of self. This self comes 

into conflict with the patriarchal bias of victorian society 

and the full impact of her dilemma is fel t when she falls 
; 

ill and dies. Death has the effect of placing Rachel apart, 

. . . 1 . h 1 t h 1n perspect1ve, and 1n ,grant1ng a w 0 eness 0 er 

experience enhances the ambivalence she displayed towards 

the restrictions of her life. Virginia Woolf followed her 

first novel with a series of short stories that can be seen 

as experiments in style and form that lead towards a closer 

approximation of ~the writing with the subjective experience 

of human consciousness, within the limitations and ~ 

definitions of a controlled forme Form, like death, 

presents such material objectified, made complete, in a way 
i" 

that is impossible for living experience. Virginïa Woolf's 

achievem):fl{t can be appreciated in one of the n~vels of her 

mature period, "rs. Dalloway. In this work, mirrors 
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function on many levels. Clarissa Dalloway finds in her 

mirror an image that corresponds t~er conce~t ot what she 

has achieved in her life, a concept both contradicted and 

confirmed by those around her • She also finds in her 

exploration of another man's suicide that she is granted the 

external, detached, objective point of view of her self 

commonly found in the mirror. From this unique position 

Clarissa returns to her husband and friends, for this novel 

d~velops a balance between the individual's autonomy and the 

social context within which she exists, as it does between 
t" 

the subjective and objective view of experience, and between 

context and form, and between life and death . 

. 
<~ , 

One of the most significant mirror-encounters of 

virginia Woolf's first novel takes place late in the work. 

Rachel, and her fiancé, Terence Hewet, have quarrelled and 

made up. Before they go down to lunch, they tidy themselves 

-before a mirror. 

It was long before they moved, and when they 
moved it was with great reluctance. They 
stood together in front of the looking­
glass, and with a brush tried to make 
themselves look as if they had~been feeling 
nothing aIl morninq, neither pain nor 
happiness. But i t chilled t.hem to see 

-themselves in the glass, for instead of 
being vast and indivisible they Iwere really 
very small and separate, the size of the 
glass leaving a large space for the 
reflection of other things. 3 

1 
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Their subjective experience at such a moment is of the 

~verwhelËing impact that emotion plays in life. They feel 

themselves to be, at su ch a mo~~t, "vast and indivisible," 

that is that the subjective experience unites them with the 

whole world and pervades the whole world. Its importance, 

sUbjectively, is such that everything else is diminished and 

even obliterated. 

In the mirror, they perceive their error. In the glass, 

they are in reality "small and separate." They become aware 

of the dispari ty between the ~rld within and the < world 

without, the subjective and the' objective views of reality. 

The mirror presents the lovers with an external viewpoint 

from which they are able to assess the validi ty of the 

internaI experience. As adults, they accept the evidence of 

the mirror which reveals their isolation and their 

inconsequence, even though to do so is "chilling." with a 

few sentences in such a scene, Virginia Woolf presents her 

perception of the way an" individual comes to comprehend the 

external reality of the subjective view of experience. 

Through the mirror they themsel ves can occupy a position 

outside of themselves, and from such a position of extra­

location, see themselves in relationship to the world around 

them. This is a position that inev~ tably deflates and 

objectifies su ch experience. 
\ 

The second part of this scene is concerned with the use 

the loyers make of the mirror. Their outward experience is 

.-' 

\ 
/ 
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obviously ruffled by their love-making, and, they attempt to 

smooth over this breach of etiquette. Their actions reveal 

an awareness of the conflict between the internaI and 

external realities. Looking at themsel ves as others see 

ehem they acknowledge the need to' conceal the . \ l.nternal 

reality from the view of others. They wish to appear 

normal, that is, tidy and composed. They conform te the 

view that emotion is a private experience that ought not to 

be paraded abroad. They possess an external, objectified 

wiewpoint which assesses the external appearance and judges 

it inappropriate for a soc~al setting. They demonstrate 

that ability to enter imaginatively into the fictive view of 

the other that marks the socialized individual. The fictive 

other criticizes, covers up and glosses over the tumultuous 

nature of sexual experlence. 

The process of emotional cover-up i8, enhanced by the 

mirror' s ability to include "the refle..ction of ether 

things, " principally the environment that the loyers 

Inhabite As they are not alone in Santa Marina, this 

environment is primarily a social one. Rachel and Terence 

exist in the latter part of the victerian Era, a pbriod when 

the emphasis on conformity to codes of conduct was as rigid 

as it has ever been in Western civilizatien. It has been 

called a "high-water mark in such a development ... 4 At this 

time, instinctual life was mistrusted and played down. 

Sexuali ty, in particular, was deemed dehumanizing, and its 
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acknowledgement offensJ ve. The c(jnduct of English middle-

class people in public was based on a code of manners that 

minimized emotion in qeneral, and sexuality in particular. 

In conforming to this code, Rachèl and Terenc~ groom their 

appearance "to make themselves look' as if they had been 

feeling nothing aIl the morning," but in doinq 50 they 

reveal the conflict between the individual '5 expressivity 

and the social world's conformity. The con format ive nature 

of society seeks to regulate the expressivity, of 

individuals, but does so at the expense of the emotional 

lives of its members. This is the source of the narrator's 

comment that lookinq in the glass "chills" Rachel and 

Terence. 

The social dimension present in the mirror-encounter is 

an acceptance of the requirement to play down emotiQn. When 

Sigmund Freud analyzed the antagonism towards sexuality 

displayed by human culture, he commented, 
~ 

On the one hand, love comes into opposition 
to the interests of civilizationi on the 
other, civilizatio~ threatens love with 
substantial restrictions. 5 

We will return to this point later. For the moment, it is 

enough to notice that part of the process of the mirror­

encounter involves a repression of )emotion and an acceptance, 
/ } 

of such by Terence antl Rachel. (However, the ability of this' 

"experience to chilI is one poi~~~ ,amen} mally that prepares 

~or Rachel's death. Rachel, as we shall s.ee, follows a 
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pattern in her mirror-enco~ters whereby she responds 

. naturally to her experiences only to later repudiate them. 

She is allowed to explore her reactions through discussions 

with sympathetic others, come to an appreciation of, 

different aspects of her social environment, and through 

them her own naturr. However, aIl her encounters display a 

similar pattern of conflict and withdrawal as we have 

suggested was present in the mirror scene. Virginia Woolf's 

life-Iong interest in the complexities and subtleties of the 

human psyche mark her as a writer concerned, above all, with 

motive and drive. Many of her insights parallel the 

findings of Sigmund Freud. While it is difficult to 

demonstrate whether she studied Freud's work, it is a fact 

that the Hogarth press, established l:)y Hrs. Woolf and her 

husband, was th~ first publisher of Freud's work in 

England. 6 She must, of necessity, have been familiar with 

his teachings. 7 While Virginia Woolf cannat, in any sense, 

be likened to an analyst of the Freudian school, the writer 

involved in the study of human behaviour spends a lifeti~e 

ohserving and commenting on individual conduct, "the 

ul timate challenge ... a This process closely pa~llels the 

p~ychoanalytical' process and Freud acknowledged the 

unive~sality of much of his thinking and perceptions. 

Freud discovered the variety of ways in 
which we becbme aware of ourselves and our 
world and the means by which r we represent 
both. 9 

, , 

~. 1 

" 
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with this in mind, 'the insiqhts of psychoanalytical:' theory 

become an appropriate tool for a study of Virqinia W~o_lf's 

work. 

When Sigmund Freud was developinq his theories of human 

psychology he adopted the name o~ Narcissus as a reference, 

term for self-preo~cupation,)-~lociation that had .,already 

b~en posited by Nacke and Ellil. 10 His definition of 

narcissism described a specifie sexual perversion. 

However, 

The attitude of a person who treats his own 
body in ,the same way in which the body of a 
sexual object is ordinarily treated--who 
looks at it, strokes it and fondles it till 
he obtains complete satisfaction through 
these activities. 11 

Freud noted tJ.t many psychoanalytical observers 

were struck by the fact that 

individual features of the narcissistic 
attitude are found in many people who suffer 
from other disorders • • • and finally . • • 
that it might claim a place in the regular 
course of human sexual development. 12 

S~sequent analysis proved that-this~was, in fact, so. The 

obvious relationship of the mirror to the narofSs~stic 

subject's self-preoccupation, and its use as such in art as 

weIl as in psychoanalysis, point to a universal awareness of 

this aspect of human psychology'. 

Freud conjectured that the development of an-- immature 

psyc::he derives from a position of primary narcissism, - in 
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which the child is completely self-sufficient, and is the 

object and satisfaction of his own desire: 

This n~rcissism is the universal and 
original'state of things, from which object­
love is only later developed, without the 
narcissism necessarily, disappearing on that 
account. 13 

He found that as the child develops he invests more of his 

libido in other people as love-obj ects, particularly the 

mother whose breast forms the first focus of desire. As ,the 

child cathects other love-objects, less 'libido is available • 
to satisfy the primary narcissism, but this doea, in fact, 

persist as a normal part of adult psychology. It is the 

primary narcissistic drive of an individual that carries on 

the dialogue of self-reassurance and gratification with his 

image in the mirro~, but the mirror also proves to be the 

means whereby the individual discovers the limits of his 

narcissism. A significant step is achieved through the 

process of the mirror-encounter, which amounts to the 

creation of a more· complex sense of self or of an ego. The 

developing psyche uses the mirror and the reactions of 

people around him to arrive at the idea that he is a unique 

separ~te individual with whiéh other people interact. 14 

Henceforth, this concept is internalized and carr.ied with 

the individual. 'Inltially, Freud felt that an infant could 
1) 

not di&tinguish,between himself and his environment. 

An infant at the breast does nQt as yet 
distinguish his ego from the external world 

/ 
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as the source of sensations flowinq in upon 
him. He qradually learns to do so, in 
response to various promptings. 15 

Oriqinally, the ego includes everything, 
later _ i t separates off an external world 
from itself. I6 

10 

The pr~ess vhereby the developlng ego separates itself viII 

be described later. For the moment, let us retain the idea 
\ 

that the ego has to create a sense of self, and this 

creative step constitutes the beginninq of self­

identification. 

The next step is an uniquely human one. Through the 

medium of the mirror an individual comes to an appreciation 

of another point of view, that of a person who is located 

outside of himself. From this extra-local positi~n he can 

see himself as if he were an object and in a complete 

totality. The detached, external point of view is 

especially important to the human subject due to the 

collective, cooperative nature of human society. In order 

to function in suc~ a society an individual must be ~ble to 

appreciated and respond to the needs and desires of other 
. -. 

people. 

The mirror is the means whereby an individual first of 

aIl recoqnizes that he is a separate entity and then that he 

is an other. When l look at another pers on my viewpoint 

giv~s me certain-advantages. 

• 

l see the externa~ manifestations of the 
person himself 1 manifestations that he -can 
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only know through me: from within himself he 
cannot see himself a l can see him from the 
position of extra-location • • • l can see 
not only his external manifestations but \ 
also what surrounds-him and what ls behind 
him, utterly absent from his purview. 17 

, 

11 

This __ point of view is not possible for the individual who 

inhabi ts his body, and from his pos! tion inside ! t, from 

which he can only visualize particular parts of- his body. 

The mirror is the principal object that can grant the 

position of extra-location normally occupied by others. 

In the mirror l can see myself in my totality, as a 

gestalt, as a complete object in a«spatial relationship to 

the env~ronment l inhabit. However, this view is at 

complete odds with the subjective view l have of myself. 

While the mirror reveals me to mysel f , i t can only do so 

when l become the other to m~lf, when l imaginatively 

occupy the position of~someone else who_is IQoking at me. 

This is to become the fictive other, and thé process of 

self-objectification is actually the internaI fixation of an 

imaginary viewpoint from which we assess ourselves, and 

"' a8sess the effect we are having on other people. This 

process of achieving ,a detached, objective view of the self 

is inevitably linked to ~ self-estrangement. - The fictive 

other is a critical other that can be oriented either 

towards self-complacency or self-criticisme It is the 

fictive other that enables the Oedipus complex to be 

resolved" such that the individual accepte the constraints 

... ,+... < - •• 

./ 
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that soçiety demands of him and i8 able to function within 

those constraints. The fictive other, when internalized, 

monitors an individual's beha~~our, and the judgement of the 

fictive other influences aIl aspects of his life. 

The mirror, then, is the means whereby the developing 

human ego recognizes itself, detaches itself from the 

external world and internalizes a concept of itself as a 

unique human being. This sense of individuality is at the 

cost of a sense of alienation that accompanies the ab;Ïlity 

to distinguish one self as an other. The mirror can be a 

symbol for aIl these aspects 'of human development, as weIl 

as for the original state of self-satisfaction. The 

identification of women with the mirror earries tbese ideas 
• 

further. 

"In ,satire and moral commentary sinee class·ical times, 

the looking glass has been associated with women. ,,18 The 

fascination with their own appearance ascribed to the female 

sex seems responsible for the assignment of the mirror of 

Venus as the medical symbol for women, ~. Freud suggested 

that this obsession wi th appearance stemmed from the hurt \ 

sustafned by, the developing ego of women at a very early 

age. ' Young girls discover they have not been born the 

favored sexe Th~y are female in a society that is based on 

a patriarchal order, which assumes the male to be the norm 

and treats the female as a deviation from that norm. 19 

Freud was particularly struck by the change that overcomes 
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most girls before their third year. By that time they will 

disp'lay the accepted traits of femininity: passivity, 

introspection and deferençe towards the male, as exemplified 

by their father. Freud gives the name 'castration complex' 

to the process whereby a girl accepts her traditional place 

in the patriarchal order. 20 since Freud always used 

sexuality as a metaphor for complex metaphysicai concepts, 

he adopted the phallus as the symbol of the dominant role of 
• .. 

the male in a patriarchal order. 21 He conjectured that a 

young girl assessing the tradi tional role assigned her by 

gender ascribes her laçk of power, prestige and opportunity 

to her lack of the male organ. She assumes that she is 

castrated, and that the castration is the root of her 

secondary role. 

The psychical consequences of envy for the 
penis. . are various and far reaching. 
After a woman has secome aware of the wound 
to her narcissism, she' develops, like a 
scar, a sense of inferiority.22 

She feels that she i8 incomplete in the serse that a boy is 

complete, and because she judges herself to be defectiva she 

tends to exaggerate and emphasize the importance of her 

appearance. 23 
~ 

Freud remarked that 
... 

the effect of penis-envy has a share • • • 
in the physical vanity of women, sinca they 
are bound to value their charms more hiqhly 
as a late compensation for the original 
sexual inferiority.24 
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This compensatory vanity, siqnified by the mirror of Venus, 

i8 of course endorsed by the attitude of the dominant sex 

towards them, that va..lues their physical attributes above 

aIl other virtues. 

Whether she is feared as a seductress or 
sought as a sex object or idealized as a 
mother, woman's supreme value is supposed to 
reside in her physical beinq.25 

Narcissism in woman can be considered a function of the 

-fictive other that we have been considering. Not only does 

the young girl look at her body and perce ive it to be 

~ncomplete, but she looks around at her~society and the role 

assigned to her and perce ives its diminishment in importance 

and scope. Her attitude towards herself comes to reflect 

the consequences of a~reduced sense of self-esteem. In an 

attempt to heal the wound received by her ego she tends to 

invest much of her libido in ~er own ego, thereby limiting 

the amount available to be directed towards obj ects, and 

forming the most important of her relationships through the 

need to be loved. 

\. 

Strictly speakinq, i t is on'ly themsel ves 
that such women love with an intensity 
comparable to that of ,.(the man' s love for 
them. Nor does the' need lie in the 
direction of loving, but of being loved. 26 

However, to need to be loved and to see oneself as a lovable 

pbject is to ac~ept onese~f as the function of the other and 

'-... to limit oneself to on1yl being the other. The mirror, in 
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this case, becomes an eminently suitable symbol for the sex, 

which through the trauma of the.castration complex, accepts 

itself as the other, the eternal other of the masculine 

norme 

The individual's development of a psyche, or of a sense 

of self that locates itself in a social environment, was of 
.. 

particular interest ,to a modern disciple of Freud, Jacques 

Lacan. Lacan expounded Freud's theories on the development 

of the ''l'' through the metaphor of the "mirror stage," whose 

function he fel t was "to" establish a relation between the 

organism and its reality.,,27 He noted the fascination 

displayed by an infant of only six months held up to his own 

reflection. In contradiction to his internaI seMse of 

himself, which an infant feels to he col?ssÙS-like, he 

perceives that the mirror-image of himself is small and 

vulnerable in contrast to the adult who holds him. He also 

perce ives that the image is inverted. Lacan noted the 

fictive nature of the self-concept ,that the child 

internalizes. He feit that its imaginary nature set up "the 

agency of the ego .•. in a fictionai direction." By this 

he means that self-knowledge is only a theoretical 

knowledge, and is never complete, and remains Il irreducible 

for the individual alone.,,28 Lacan locates the nexus of the 

p-roblem in the allen representation of the mirror-image. 

There Is the problem of size and there is the problem of 

inversion. The roots of the alienation present in the 

... 
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concept of self lie, according to Lacan, in these two 

misrepresentations of the child's subjective experience of 

his reali ty. 

Lacan' s concept of the mirror stage was of an ongoing 
! 
:J 

process where the young child creates an imaginary concept 

of his original being, his primordial "1." He then 

objectifies that "1" through "the dialectic of 

identification wi th the other. fi The mirror stage comes to a 

close when the child inaugurates "the dialectic that will 

henceforth link the 'l' to socially elaborated 

situations. "29 The social "1" is one that is able to defer 

to others, that replaces the demands of the 'id wi th the 

desire to cooperate with others. This description enlarges 

on Freud's original theory of the vo1untary repression of a 

young boy's sex~ity in favour of social conformity. Lacan 

found that the process whereby ;Il boy undergoes personal 

modification by the Oedipus compl~~ began much earlier than 

had been accepted. Like Freud, Lacan found that the end of 

the mirror stage marked the emergence of a socially adapted 

individual. 

50 far" we have been considering the psychological 

implications of the mirror as it is used in psychoanalytical 

theory. However, these theories can also be applied to art. 
" 

In art, as weIl as in psychology, the mirror stands for the 

process of self-preoccupation, self-identification, self­

objectification and for the way in ;hich individuals are 
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programmed to perform socially. However, when we talk about 

the self in art we must also recognize the artificial limits 

imposed on individuals when they are represented in art. 

Art always expresses a duality. Ali v :i:ng , spontaneous, 

ongoinq experience of life is contained within a controlling 

medium, whether temporal as in music, or spatial as in 

painting. Human beings respond to the sense of closure in 

an aesthet,ic fashion. They are aware of a feel inq of 

pleasure and satisfaction which appears to derive from the 

experience of closure. The artificial limits of closure 

produce a sense that human experience is in some way 

objectified, made complete and comprehensible in a way that 

is not possible for the living. Art achieves the detached 

point of view that gives the same sense of totality that the 

self achieved when looking in the mirror. However, art 

inevitably renders life dead, robbinq it of its vitality and 

its spontaneity while bestowing a kind of immortality. The 

loyers as described in Keat' s "Grecian Urn" remain eternally 

poised in anticipation, though denied gratification. They 

are fixed in an immobility that speaks of the timelessness 

of death. 30 Art is·often spoken of as possessin~ a life of 

its own, but this is a misconception. Art in imparting 

immo-rtality, in fixing the momtfnt, celebrates the death of 

that -moment, and its transcendence into the fixed finality 

of the past whence it can be evaluated and assessed. Our 

appr~èj.ation of the artistic event is the appreciation of 

, 1 
r .... ~~, 
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the unique perspective that death affords, as it transcends 

life, objectifies it and makes orderly what is naturally 

chaotic while it persists. only after death is it possible 

to see an individual in his totality. Death provides the 

ultimate detached point of view from which life can be 

evaluated. It is "the illuminator and commentator on 

lite. "31 It is the larqer concept from which aIl lesser 

concepts of order, balance, completeness and harmony derive. 

James Nielsen writes, 

It is only after another is dead, and 
tuturity, with its objectives, imperatives 
and possibilities, has been severed from the 
whole of his/' life, leaving it temporarily 
complete, that the aesth~c event can 
occu'r, finalizinq his life. 32 ,~-

In his theoretical conjectures concerning the economic 
h 

operation of the libido, Freud uncovered what were at the 

time startling ideas. In his analysis of the phenomenon of 

the compulsion to repeat in humans, he fel t he had come upon 

lia universal attribute of instincts, and perhaps of organic 

life in general." He found that 

an instinct is an urge inherent in organic 
life to restore an earlier state of things 
which the living organism has' been obliged 
to abandon under the pressure of external 
disturbing forces; that is, th~ 
expression of the inertia inherent in 
organic life . • . of the conservati ve 
nature of living substance. 33 

It "'tfollows that "the aim of aIl life is death," because 

"inanimate things existed before living on9's. ,,34 Freud felt 
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that because organic life derived from inorganic life that 

this explained the tendency for living organisms to wish to 

revert to their oriqinal inanimate state. 

Freud based this conjecture on the clinical observation 

of the pleasure principle, which organizes our conscious 
b 

lives. He noted that stimuli which are perceiv~ by t~e 

mind result in feelings of "unpleasurable tension, and that 

i t takes a direction such that i ts final outcome coincides 

with a lowering of that tension. o3S AlI stimuli receive the 

same treatment. They are eliminated in favour of a state of 

non-tension or quiescence. The need for food' gives rise to 

feel~nqs of hunger which are eliminated by eating. Even the 

sexual instinct operates on the same pattern. Climax is 

achieved when the maximum increase in tension finds release 

and subsides into quiescence. 36 The emphas is pl~ced by 

human beings on -)sexual activity derives from the intensity 
1 

of the pleasurable sensation produced, which is in 

proportion to the magnitude of tension which is released. 

Sexuality, neverthelJss, displays the same innate 

characteristics of all aspects of orqanic life--a need to 

regain the state of qu'iescence that approxima tes the 

inorganic state from which the living organism arose. 
, ". "\ ' 

Freud ~ave the name of "death instinct" to this tendency 

of organic life. The opposinq tendencies, such as those 

that initiate desire and crave pleasure and that serve to_ 
t' 

preserve life, he termed 'life instincts.' Freud came to 
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understand that man's cultural development was the result of 

an eternal struggle between t~e two forces, and between two 

processes tha~ can he 'considered on the one hand to be 

constructive or assimilatory processes, and on the other, to 

be destructive or dissimilatory processes. , 

The meaning of the evolution of civilization 
is no longer obscure to us. It must present 
the struggle betwèen Eros and Death, between 
the instinct of life and the instinct of 
destruction, -as it works itself out in the 
human species. 37 

In art, the death instinct can be considered to be at 

the root of the feeling of aesthetic pleasure that 

accompanies the concept of closure. Aesthetic pleasure must 

therefore find its origin in that sense of regaining the 

original state of quiescence. The sense of detachment 

prÇ>vided by death, means, of course, that death itself \ 

functions as a mirror. If we accept that the aesthetic 

event for the individual is only made apparent after that 

individual has died, then death provides the closure, the 
1 
finality, the detachment by which the totality can be 

experienced. Death ls functioning in the samé way that the 

mirror function\d for my ego. The conscious knowledge of 

our mortality creates a mirror encounter fo~ our exi~tential 
" selves. We look at our death as in a mirror and 

cimaginatively occupy the position of others that will 

outlive us. To be able to enter into such a position is to 

comprehend the totality of our experience. Art, due to its 
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abil i ty to more easily provide this detachment, has been 
. 

effective in creatinq fictive selves and locatinq them in 

their environment. 

As l have suggested, these ideas are r~adily apparent in 

the work of Virginia Woolf. Rer first novel, though 

immature, contains aIl these ideas, though they are not as 

yet weIl focussed or presented. 38 The Voyage Out r~mains an 

appropriate work with which to beqin to extract the author's 

intention and conclusions reqardinq aIl these mirrored 

aspects of the self. 

, 0 
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CHAPTER 2 

> .~ The Voyage Out 

As l have suqqested, Virqinia Woolf's first novel can be 

considered as a series of mirror-encounters whereby Rachel 

Vinrace is confronted by aspects of her own nature and of 

the social environment of which she is part. 1 

Her first encounter takes place on board ship, bound for 

South America. The' lives of the small community of 

passengers are interrupted briefly by the Dalloways. In~ 

conversation with Rachel, Richard Dalloway admits that one 

of the important revelations in his own life had been love: 

l don' t use the word in the conventional 
sense. l use it as young men use it. Girls 
are kept very ignorant, aren't they? 
(Voyage, p. 65). 

"\ 

t 

The conventional sense of love Richard refers ~ to is' the 

romantic n9tion of love, prevalent in Victorian times, an 
" 

idealized, naive relationship. The love he finds a-

revelation is the explicit sexual act. It is, actually, as 

he comments, a rather odd thing to say to a young woman of 

his own class who is kept ignorant of such matters. Rachel, 

though ignorant, is sufficiently aware that she becomes 

breathless, that is" aroused. However, revelation for her 

is interrupted by the sighting of two warships, and by a 

storm at sea. 



• 

.0 

23 

The two meet aga in in Rachèl's sitting room where 

Richard "took her n his arma and kissed her. Holding her 

tightly, her passionately, so that she fel t the 

hardness of his and the roughness of his cheek printed 

upon hers" p. 73). In this encounter Rachel is 

awakened to overwhelming natur~ of passion, the enormous 

drive tha directs the sexes towards each other. That 

Rachel Richard' s advances is obvious. She 

the signs of arousal. There is no actual 

suggestion that Richard and Rachel consummate their 

time 

When 

but it is significant that Rachel experiences 

As the seabirds ri se and fall, she 

"She became peaceful too, at the same 

a s,trange exaltation" (Voyage, p. 73). 

aga in, she knows something amaz ingly 

signif cant and wonderful -has occurred. 

meeting Richard later in the social setting of 

find their response to each other ~as radically 

Now, they are extremely uncomfortable and settle 

anxiety by repudiating its origin, They ignore each 

-Later that night, Rachel dreams that she is alone in 
~ t 

blin4 vault with a deformed, gibbering, obscene man. 

responds naturally to a man to whom 

Later, under the effect of the 

she appears to repudiate her experience and in 
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the dream evince an acute fear of what has been liberated 

within her. 

The novel explores her <reaction by givinq her a chance 

to discuss the event with her aunt, Helen Ambrose, an 

experienced and mature woman, the first of many mother­

goddess figures in Virqinia Woolf's fiction. 2 

When Rachel discusses her experience wi th Helen, Helen 

finds that she is very fearful. "From the look in her eyes, 

it was evident she was aqain terrified" (Voyage, p. 77). 

She finds Rachel to be the quintessential Victorian virgin, 

brought up by her spinster aunts to be ignorant and fearful 

of sex. As she prompts Rachel to explore her reaction to 
1 

Richard's kiss, two associated ideas come into Rachel' s 

. mind. These are the fact of female prostitution and the 

idea that her own life is circumscribed, "a creepinq, 

hedged-in thinq • • dull and crippled forever" (Voyage, 

p. 79). \ What ha~ happene9 is that in reflecting on her 

experil~nce wi th Richard and her reaction to i t she has 

discovered tge sexuaJ origin of the social position of women 

and i ts source in the patriarchal nature of Victorian 

society. 

In such a society a woman may b~, on the one hand, a 

prostitute, open to sexual experience and associated with 

the state of arousal. On the other, she can be a virtuous­

woman, a wife, closed to unllmited seXual experience and 

the Victorian ideal of femininity: softness, 

\ 
'\ 



), -. 

o 

) 

qentleness, self-effacement, self-denying, the state of non-

arousal. This polarity in the lives of Victorian women, 

this separation between their instinctual nature and their 

social role, is at the root of Rachel's dilemma. The novel 

monitors her instinctive and spontaneous reaction to Richard 

and her mOdified, conditioned reaction against such 'an 

experience. 

Virginia Woolf is weIl known for her feminist views that 

in latei life were so condemnatory of the patriarchal social 

system. \. The central co'inplaint in the 'feminist view--and 
~ 

virginia Woolf's view--of the patriarchal order is that it 

not only divides male and female absolutely, but that it 

sets up the masculine as norm and makes the feminine 

deviant. 3 In a patriarchal society women are delegated a 

rO

l 
that is secondary to the male, dominated and defined by 

th male. 4 Virginia Woolf writing in "A Room of One's Own" 

tra ed this persistent attitude in her own day when she 

quoted Mr. Oscar Brown, 

the impression left on his mind, after 
looking over any set of examination papers, 
was that, irrespect ive of the marks he might 
give, the best woman was intellectually the 
inferior of the worst man. 

She traces such prejudice to the peculiar opinion expressed ' 

by a Kr. Greg, "the essentials of a woman' s beinq are that 

they are~pported by, and they minister to man."S 

/ 
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" In this type of society a woman's function rests solely 

on her sexual relationship to men, as either a wife and 

mother, or as a whore. In the Victoria era, the two roI es 

had become so separate that one was perceived as the 

antipathy of the other, and the sexual function of the whore 

resui ted in a virtuous woman being kept in ignorance of 

·sexuality and protected from any contamination by 

sexuality.6 It is this protected, enclosed, limited aspect 

of her own life that is brought home to Rachel. "Helen's 

words hewed down qreat blocks which had stood there always, 

and the light which came in was cold." The enliqhtenment, 

in Rachel 's mind, is aqain significantly chilling. She 

bursts out, " . • . Men are brutes. l hate men" (Voyage, p. 

79). This strong rejection and negation by Rachel marks her 

as havinq her own limitations. The novel offers the example 

of Helen, living in such a society, relating to the men in 

it in positive ways, if mostly maternaI ones, and possessing 

a sense of her own identity which ailows her to be active 
1 

and creative. Rachel, however, confronted" wit~ the reality 

of her situation seems unwilling to settie for such a 

possibility. Presumably, another kind of girl would have 

been more intrigued by the sexual nature of men and women7 

and yielded to the patriarchal concept. Rachel, for her own 

inner reasons, finds herself withdrawing into a position of 

neqation. If that is what men are, and that ls what they 

have mad~-of the/lives of ~omen, she wants nothlnq of it. 
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- This initial encounter with Richard Dalloway, then, can 

be seen as a kind of~or-encounter. Rachel is confronted 

by sexual desire in a man directed towards her. She 

responds. The encounter reveals her own sexual nature. It 

also reveals the sexual basis of human society. Through 

these revelations of what ber self can be, and what society 

requires her to be is a aighty conflict. The conflict is 

revealed in Rachel's dream which even on a simple level can 

be interpreted as showing the strength of her des ire and the 

~fear that such desire arouses. However, Rachel turns away 

~ from the mirror. It seems she cannot act upon the situation 

.. 

that confronts her. 

The second encounter she has is with st. John Hurst, a 

brilliant scholar, but a man who is more at home with the 

maternaI Helen that the nubile Rachel. Dancing together at 

the baIl, th~y respond naturally to each other. "They were 

both breathing fast, and both a little excited, though each 

was determined not to show any excitement at aIl" (Voyage,' 

p. 152). st. John finds her awkward to converse with . 
because she is so inexperienced. There was "an immense 

difficulty talking to girls who had no experience in life." 

Actually his own li~ited experience adds further hindrance 

to their discourse, so much so that st. J_ohn falls into -. 
condescemidon: HIt's awfully difficult to tell with women, 

how much, l mean is due to lack of training, and how much is; . 
native incapacity" (voyage, p. 153) • 



c 

28 

In the person of, st. John Hurst, Rachel con fronts an 

other at odds wi th her own concept of hersel f . st. John 

sees women, such as Rachel, as limited beings incapable of 

entering into a relationship with a man on an intellectually 

equal level. It is the at~ of paternalistic 

condescension that marks another aspect of the patriarchal 

order. 8 Rachel's éncounter, in fact, stimulates a claim 

within the girl to equality, "No one's any rig!1't to be so 

insolent" and a strong feeling of anger, one that she 

attempts to control. "WeIl, l dare say l'm a fool" (Voyage, 

p. 154). Hewet, however, makes her con front her experience 

more completely and she discovers the same enclosi)ng, 

limiting, confining sensation she had intuited with her 

encounter with Richard. It is "as if agate had clanged in 

her face" (Voyage, p. 155). She is shut in, or in this case 

shut out from the larger, more expansive aspect of human 

relations that she believes she belongs to (Rooro, pp. 25-

26) . - The mirror-encoun~er reveals that her concept of what 

her po~ition in human society will be may be in error, may 

be different to what she expected, and may present other 

conflicts. This scene is an example of the way Ellie 

Ragland-Sull i van interprets Lacan' s mirror-phase. "others 

function as screens onto which the identity drama is 

projected (' l am . . . ' ) via the 'play' (jeu) of prestige, 

bearing, shame, rivalry, and so on--the supposed 

life,,9 
'Jo 

i'hlignificant stuff of everyday st. John is a 
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screen, or mirror, in which Raèhel pursues her quest for her 

illusive identity. The self-imaqe that st. John reveals is 

neither gratifying or reassuring. The vehement denial of 

his assessment sugqests. Af' confusion in Rachel's mind. She 

does not possess the self-confidence of st. JOhn and her 

self-assurance is undermined and sabotaged by his assumption 
( 

of superiority.l0 

Rachel's reaction to st. John is: "Damn the man, damn 

his insolence, Il but she then retreats to a position of 

denial. tilt' s no good; we should live separate: ve cannot 

understand each other; we only bring out what's worse" 

(Yoyage, p. 155). This attitude parallels her response to 

Dalloway and we find out that Rachel seems-to suffer from a 

kind of impotence which causes her to again retreat into 

what becomes a characteristic state of mind. 

Sl).e said, "1 feel like 1 a fish at the bottom 
of the sea." She yawned again. None of 
these people possessed any power to frighten 
her out here in the dawn, and she felt 
perfectly -familiar even with Mr. Hirst 
(Voyage, p. 1~8). 

The dreamy, underwater seascape is a secure, protected 
"-

environment where the ego ;ls safe from the defining and 

challenginq effect of conflict wi th other people. Rachel 

displays a preference for its limited world rather than the 

conflicts she encounters in the exterior world. 

Terence Hewet is the young man Rachel meets at Santa 

Marina, and falls - in love with, and becomes enqaged ta 

( 
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marry. Their sexual encounter develops while on a river 

voyage in to the interior of the country of Santa Marina. 

There is a complete identification of the one wi th the 

other, and of Rachel wi th the sexual content of their 

relationship: 

The silence was broken by their voices which 
joined in tones of strange unfamiliar sound 
which formed no words. Faster and faster 
they walked; simultaneously they stopped" 
clasped each other in their arms, then 
releasing themsel ves, dropped to the earth 
(voyàge, p. 278). 

Terence had asked Rachel "Does this frighten you?" ta which 

sJe had replied "No, I like it" (Vclyage, p. 278). The 

sexual imagery in this passage is again remarkable. Sexual 

union is not actually described but the meaning is plain, 

even if we accept it on its face value. 11 Here again, as 

with Richard Dallaway, R-achel enters wholeheartedly into a 

sexual relatianship., .. 

She had originally been attracted ta Terence when he 
. 

revealed a sympathy for women other than the you~g and the 

beautiful, "the lives of women of fort y , of unmarried women 

one knows nothing whatever about them" (Voyage, p. 

127). Under his sympathetic influence, Rachel began to 

con~~der the important inp:uences on her formative years. 

She remembered that the household she grew up in revolved . 
around the authoritative figure of her father. "She had 

taken, it for granted that his point of view was just, and 
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founded upon an ideal scale of thinqs • . . (in which they, 

the women) were of much less importance than he was" 

(Voyage, p. 218). The father figure, as representative of 

patriarchal order, possessed all authority and power, ~ to 

which the women of his household were subservient. In their 

own response to the situation Rachel's spinster aunts create 

a shel tered, ordered, inconsequential existence. They so 

6uccessfully internalized the values of the patriarchal 

mode l that their lives blended into Victorian society 

effortlessly. Rachel, however, remembers that she often 

reacted violently against them. "Ii; was her ,aunts who 

influenced her really, hert aunts who built up the fine, 

closely woven substance of h~ life at home" (Voyage, 

218.) Jo Freeman expresses (weIl the consequences 

successful socialization in women. 

Women have not needed stringent social 
chains. Their bodies can be left free 
because their minds are chained lonq before 
they are functioning adul ts. Most women 
have so ~thorouqhly internalized the social 
definitions which tell them that their çnly 
siqnificant role is to serve men as w~s 
and to raise the next qeneration of men and 
their servants that no laws are necessary to 
en force this.1.2 

p. 

of 

The spinster aunts at Richmond were not so successful in 

socializinq their young charqe who recalled her rebellion. 

"AlI (Ra~h~l's) raqes had been against them; it was their 

" world • . that she examined so c10sely and wanted so 

vehemently to smash them to atoms" (VQyage, p. 218), not, we 
" 
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must note, against her father who represented the order her 

aunts perpetuated. Rather than blame and hate the father, 

she repudiates the model of feminini ty and esteems the 

dominant parent. Rachel remembers this bewildering state of 

affairs, an i~dication that she probably has not 

succe,ssfully resolved the castration complexe Reviewinq her 
~ 

format~ive years she aqain accurately assesses the root of 

her problems; the patriarchal order, prostitutes, Richard's 

kiss, anc;l that "great space of life into which no one had 

ever penetrated" and which is opening up. Rachel is aware 

that it is Terence that she desires,' "why did they not kiss 

each other slmply?" (Yoyage, p. 219) but the conditioninq 

has been effective enough that she cannot initiate such an 

action. It takes a further journey away 

into the primaI jungle for these two young people 

terms with their instinctual needs and desires. 

Later on tfiere is the beginning of the scene of the 

looking-qlass. Terence and Rachel test eac~ other as they 

create their relationship. Initially~ Terence betrays 

typically possessive characteristics when he ls lrrltated by 
oP 

Rachel's ability to be indifferent towards him when totally 

engrossed in her music. Music, for Rachel, is really'the 

only medium in which she can ~xpress her own nature 
\ 

completely, "nobody ever said a thing they meant, or ever 

talked of a feeling they felt, ~t that was what music was 

for" (Voyage, p. 32).13 Terence ls jealous of the way music 
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takes her away from him. "l've no objection ta nice simple 

tunes but that kind of thinq is mere1y like an 

unfortunate old doq qoinq on its hind legs in the rain" 

(Yoyage, p. 299). He ls unconsclously quotinq Dr. Johnson, 

"a woman'Sf preachinq ls 1ike a dog's walkinq on its hind 

legs. lt is not weIl done, but you are surprised to find it 

done at aIl" (RQQm, p. 53). Terence is unconsclously 

reveal~nq a desire to control and dominate Rachel, and for 

her to he always attentive to his needs. Rachel ls 

sufficiently self-assertive ta ignore the attempt at 
, 

coercio~ and indeed in this scene even repudiates the 

normal outcome of her engaqed state. "1 won't have eleven 

children." However, these are superficia1 projections of a 

deeper conflict. The two lovers begin to physically aët out 

the struqgle. 

He caught her in his arms a& she passed him, 
and they fouqht for mastery, imagininq a 
rock, and the sea heaving beneath them. At 
last she was thrown ta, the floor, where she 
lay gasping, and crying for mercy (Voyage, 
p.305). 

1) 

In consenting ta a physical fight, Rachel, in some way 
r 

invites disaster, for she cannot win. Having lost ~ 
fiqht, she retreats from the position of compliance she has 

1 

placed herself in. She adopts an oblique line of defence 

that echoes the sea imagery, when she claims for herself the 

asexual role of the mermaid. 

she cried, 'so the qame's 

" 'l'm a mermaidl l can swim,' 

---up'" (VOyage, p. 305). The 

, 

, , 
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mermaid was the traditional seducer of the sailors, who 

having only a fish's tai! for the lower half of her boqy 

denied them sexual satisfaction. 14 The scene is full of 

ambivalence. 15 It yght be summed up by say ing that in 

Terence, Rachel discovers the embodiment of her ~xual 

desires"even while she peroeives them to lie at the root of 

her social predicament. She la caught between her response 

to her sexual needs and her rejection of the social real~ty. 

She expresses this problem in the claustrophobie image of a 

room. 
'\ r 

Why should one be shut up aIl by oneself in/ 
a room? . • • she wanted many more 'thin911 
thàn the love of one human being; . • • sqB 
could not possiblv want only one human beipg 
(Voyage, p. 309) .16 j 

For Rachel, the social. contract seems too narrow and 
1 

restrictive, even while her response to her sexual life also 

seems to pose problems. The lovers begin to quarrel, 

The hopelessness of their position overeame 
them both. They were impotent; they could 
never love each other sUfficiently to 
overcome aIl these barriers, and they could 
never be satisfied with less (Voyage, p. 
310). ' 

The novel continues as Rachel succumbs to a fever, 

probably caugftt in the same steamy bower 
~where she embrJ~es her lover, so that she is 
quite literally given bo~h an _ 'unexpected 
joy' and death. For Rachel, the voyage out 
of the social and sexual restrictions of her 
life among maiden aunts in Ellgland, out of 

- her lonely room towards the embrace of 
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somethinq 'outside,' is ultimately a voyage 
out of life. 17 

35 

She drifts in and out of ber delirium and finally in the 

moment of her death finds the' union she had souqht and 

resisted. 

--This was death. It was nothinq; it was to 
cease to breathe. It was happiness, it was 
perfect happiness. They hàd now what they 
had al ways wanted to have, the union which 
had been impossible while they lived 
(Voyage, p. 360). 

In The Voyage Out, Virginia Woolf makes a clear case. 

She claims am expressive, sexual nature for women, and she 

cri ticizes the patriarchal order they must endure. 18 To 

better appreciate the inevitability of Rachel's death, we 

will consider these concepts more c10se1y. 

Reference has already been madè to psychoanalytica1 

theory. The work of Sigmund Freud was seminal to a modern 

understandinq of the nature and process o,f the individual 
...... --

human personality. .Freud teaches that the way in which a 

particular individual reacts to new exp~rience€, and deals 

with the problems he encounters in life are governed by the 

experiences of childhood. For e~, in Freud's 

discussion of phob~as he concluded "EVery hys~erical phobia \ 

qoes hack to an infantile anxiety and is a continuation of 

it, even' if it has a different content and must thus be 

given another' name. "19 While The voyage Out does not give 
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us Ra_chel' s experience as a child, more importantly we are 

qiven her adult àttempts to understand her nature. 

Rather than presentinq the effect, which is 
the action, virginia Woolf showed the'cause, 
tunnelling backWard and downward into the 
past and psyche of her character to find the 
emotions and drives which motivate and give 
meaning to action. 20 

Freud has described how personal development does not go 

alohq in a perfectly lineaz:; fashion, and how even the 

processes he uncovered, "though never losing the 

chronoloqical presentation of early theories, posit a 

fluidity, a multifariousness, a complex 'time' of space, not 

a simple 'time' of place, an awareness verbally expressed, 
~ 

that every moment is a historical one--a summation of a 

person's life. H21 

If, at an~e moment, every aspect of a person's 

previous life is acting upon that person's behaviour, -it 

must be possible, by analyzing a person's behaviour, to 

arrive at some idea of the previous experiences they have 

passed through. This is the concept behind the.process of 

psychoanalysis, and through it much that was bewilderinq , 
Ibou~ndividual behaviour has become more understandable. 

As has already been mentioned, the mirror was used by 

rone of Freud's disciples, Jacques Lacan, as an instrument to 

help clar-ify the way in which a young human consciousness 

develops a sense of self. Lacan demonstrated that initia}ly 

the mirror shows the young child the uni ty of his physical 
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~. If 

bei g. Then other people, interacting wi th tlte chiïd' and 
, 
1 

forming another kind of mirror, make him aware of his 
1 

helpless depéndence. FinallY the social environment, 

another mirror, reveals to the child his integrated ro'le -­

within that s~ciety. 

The young human consciousness initially seems to be an 

uncoordinated collection of sensory perceptions. 

An infant experiences its body as fragmented 
parts and images. During this time the 
infant has no sense of being a totality or 
an individual unit because a prematuration 
at'birth (by comparison with other animals)­
-a phenomenon term fetalization by 
embryologists--marks human babies as 
uncoordinated and helpless . . . 
nevertheless the infant perce ives the world 
around it from the start of life • • • 
According to Lacan, perception and bodily 
experience are mutual correlatives in the 
first six months of life .- • • The infant 
compensates for- its physiological 
prematuration by a necessary assimilation or 
integration of the world around it.~2 

\ 

A~/around the age of six months the infant passes from 

this state of disunity, "from feeling itself a series of 

imagistic unities to experiencing itself as a unified 

body.n23 This change was characterized for Lacan by the 

recogni tion in a mirror by the young infant of his own 
~) 

reflec,tion. "In a flutter of jubilation, • • • fixing his 

attitu~e in a slightly leaning-forward positi~:m," the child 

gazes at himself and in so doing, "brings back an 

instantaneous aspect of the image, "24 that is, recognizes 
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that the mirror imaqe repres s his body and identifies 

with that image. 

However, for Lacan, the,siqnificance of this con~ of 

body unit y arises from the fa ct that it is imaqinary. As 

described earlier, the individual can never actually see 

himself as a whole. In the mirror he is qranted an image 

that corresponds to what others see, a united whole such as 

is seen by others. "Such unit y is, nevertheless, ïmposed 

from without and consequently is asymmetrical, fictional and 

artificial. 1I25 Lacan writes, "the important point is tft 

this form situates the agency of the eg~ in a 

fictional directionn26 and that henceforth, even though thé 

individual possesses a concept of self that is unitary, it 

"has been found outside and, accordingly, the destiny of 

humans is to (re-) experience themselves only in 

L'elationship to others,,27 from the point of view of the 

fi~ive other. 

This imaginary concept of self is derived from the 

Lacanian understanding that, "the fact is that the total 

form of the body by which the subj ect anticipates in a 

mirage the maturation of his power is only qiven him as a 

G§stalt. " That i'a to say that while the baby sees only a 

baby' s mody, his sense of self is already a much larger 

thinq. His experience of himself i.s of "turbulent movements 

that (he) feels are animating him,,28 and that give him a 

subjective idea-- that he is slqnificant and colossus-like. 
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From such a subjective positi~n the recognized image in the 

mirror is both excitinq and confusinq. l'Wo particular 

thinqs will always cause the sense of self that the child 

rec~ives to be tinged with doubt and alienation. The infant 

comes to recognize'that in the mirror, and measured against 

the environment and the adult that holds the child, he is 

actually very small and his image is inverted. Since his 

subjective sense of self is so different from the mirror-­

image Lacan suggests the child proj ects his sense· of self 

into an anticipatory concept of what he will become and in 

that sense the 'l' is an imaginary concept. 

The mirror image is further compllcated because it 

presents "a metaphor for the v~sion of harmony of a subject 

essentially in discord ... 29 It presents a unified whole, 

whereas the infant is aware that he experiences his body as 

a collection of fragments and parts. 

Underlying the mirror-stage's drive towards 
fusion and heterogeneity, ~ find the 
earliest experience of 'self' in parts, 
fragments and differences. 30 

Since the mirror-image is outside of the subjective 

experience of the individual, since it is perceived as an 

other, and since that self-image is at odds with subjective 

reality, the human experi~nce of self is artificial. The 

split between external form, small and symmetrical, and the 

inner sense of' self, turbulent and asymmetrical, means that 
." 

every individual's sense of self is mociified _by his 
\, 
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imaginary grasp ol'his future potential. 

split at the heart of human knowledge. 

"Lacan places this 

Human beings will 

forever after anticipate their own images in the images of 

others."31 

In The voyage out, Rachel as an adult 8eems to paraI leI 

this process. In her discussion of her encounter with 

Richard Calloway, .she is visited by a new ide a of what she 

is: 

The vision of her own personality of herself 
as a real everlasting thing, different from 
anything else, unmergeable, like the sea or 
wind, flashed into Rachel' s mind and she 
became profoundly excited at the thought of 
living (yoyage, p. 81). 

This passage clearly demonstrates the various attributes of 

the unified self-image that we have been considering. It is_ 

clearly set apart, "unmergeable," and it has great size and 

potential t "like the sea or wind." It' also produces a great 

deal of jubilation and excitement in the subject. Rachel, 

in her encoun~ers in the book, can be said-to be continuing 
i 

to develop her sense of self, but that sense of self rests 

on ,the concept she created as a child. The a,lienation that 

seems inevitable to t;he process of self-identification is 

part of the concern of the narrative. 

In Lacan's essay on the mirror stage he followed the 

deV9lopment of the child from the position of the unified 

self-image to one where "i~ is objectified in the dialectic 

of identification with the other"32 or where-· the child 
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recoqnizes the need !or cooperation in a social world, that 

links the "~ to socially elaborate situations." This" 

"deflection of the specular '~' into a' social ,~,"33 occurs 

when the child is able to defer to social authority. In the 

terms which we have been using, "a child stops trying to 

possess or be the obj ~ct in the mirror at around eighteen 

months of age, (at which time) the specular subject of 

identification has turned into a social one. "34 Lacan in 

his description of the end of the mirror-stage concurs with 

classical Freudianism and the Oedipus complex which will be 

discussed momentarily. For the moment, let us be aware that 

Lacan conceived this resolution as derivinq from the 

recognition by the developing child of the desire the other. 
, 

Jealously of siblings, especially of younqer siblings, is an 

important part in this development, threatening as they do 
\ 

the satisfaction of' the completeness of the relationship 

between the child and his mother. The father, in 

particular, becomes symbolic ,of the rules and regula.tions 

that govern society. The child arrives at a point where he 
, 

recogni~es that his qèsires are not necessarily qoing to be 
1 

gratified, and indeed that the people around him have 

expectations with which it is better to comply in order to 

achieve some gratification. Lacan called this the 

moment that decisi vely tips 'the whole of 
human knowledge into mediatization through 
'the desire of another, constitutes its 
obj ects in an abstract equi valence by the 
cooperation of others, and turns the '1 into 
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that apparatus for which even instinctual 
thrust constitutes a danger. 35 

The social mirror orientates the development of the child 

within the uniquely social context of human existence, and 

allows him to enter into the cooperative nature of his 

species. 

In The Voyage Out, I implied that a pattern of retreat 

and denial could be found in aIl the important encounters 

that Rachel experienc~d. The problem is how to interpret 

Rachel' s negation that ul timately resul ts in her death. 

Does she suffer fram a too-controlling superego that would 

prefer to die rather than to compromise the rule of chastity 

~s Rachel as internalized it; or is it that Rachel fails to 

find a way to mediate between her instinctual needs and thè 
l J 

rules of fociety: or is there, in fa ct , yet another problem 

here? To help elucidate this question, it is important to 

analyze what use the author has made of the material we have 

been studyinq. To what end does Rachel's narcissism and her 

perception of herself lead. Freud"s theories are most 

helpful if we pur sue Rachel's dilemma from three directions: 

-narc!ssism or the enclosed self, the self versus the other, 

and the self in society. 

When Freud considered the very young infant he noted 

that the initial primary 

narcissistic. The child, 

sense of self is triumphantly 

secure in the world of ~is id, 
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finds in himself every perfection. Freud referred to this 

stage as primary narcissism, and recoqnized that it stemmed 

from "an all-eml:>ltàcring feeling which corresponded to fl more 

intimate bond between ~he ego and the world about it. "36 

However, he recognized the difficulty of assessing such a 

phenomenon from direct observation. Like so many of Freud's 

remarkable discoveries, he inferred'V' it from other sources. 

"If we look at the attitude of affectionate. parents towards 

their children, we have to recognize th~t it is a revival 

and reproduction of their own narcissism, which they, have 

long since abandoned." Freud traced the trustworthy pointer 

to the overvaluation that he recognized as a narcissistic 

stigma. 

Thus they are under a compulsion to ascribe 
every perfection to the child--and to 
conceal and forqet aIl his shortcomings • • 

Moreover, they are inclined to suspend in 
the child's favour t~~\operation of aIl the 
cultural acquisitiobS which their own 
narcissism has been fo\ced ta respect. 37 

The initial primary nar~issism) therefore, i~ characterized 

by self-content!ent and is unaffected by criticism. It is 

indeed an enviable state as Freud also noted. 

The charm of the child lies to a great J 
extent in h~s narcissism, his self­
contentment and inaccessibility; juste as 
does the charm of certain animaIs which seem 
not to concern themselves about us, such as 
cats- .and the large beasts of prey • • • It 
is as if we envied them for maintaininq a 
blissful state of mind--an unassailable 
libidinal position" which we have ourselves 
abandoned. 38 -
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In , ... T .... h ... e"'--..... V ..... o~y ..... a~g..,.e=--..... Q~uuct , it i8 apparent that Rachel is 

characterized by a certain measure of retained primary 
"1 

.~-qarcissism. This is most clearly observed in the scene 

.~*'~. \hen, alone in her room one morninq, Rachel enters a kind of 

trance where her sense of self, or perception of identity, 

changes. 
<'fi 

Her mind seemed to enter into communion, to 
be delightfully expanded and combined with 
the spirit of the whitish boards on deck, 
with the spirit of the sea, with the spirit 
of Beethoven Op. 112 (Voyage, p. 33). 

t; 

This sensation of unit y with the environment is one virginia 

Woolf was personally familiar with, as she recorded in 

Moments of Being. "lt is as if the individual consciousness 

becomes an undiffer~tj.ated part of the greater whole. ,,39 

It is a sensibility that Virginia. Woolf returns to 

through~ her wri~ing and which seems to exer!.ise a great 

deal of attraction for her. 

Freud discussed this sensibility in civilization and its 

oiscontents as something "oceanic" that had been experienced 

~any of his friends and associates and which he defined 

as being "a feeling of an indissoluble bond, of being one 

with the external world as a whole ... 40 He, personally, had 

not experienced this feeling and in his analysis he ~scribed 

the sensation to a shrunken vestige of a far more extensive 

feeling, a feeling, as we have seen, that expressed "a more 

intimate bond between the ego and the world about i t. ,,41 

~ This, the original state of primary narcissism in which the 
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infant is undifferentiated fro. his environment, persists in 
~ 

the mind and is r~-experienced occasionally by the adult in 

the feeling that he is once again linked, in a most 

gratifyinq manner, to the universe of which he is a small 
, 

part. Many religions stress the abandonment of the -sense of 

self in favour of inteqration into a larger whole, and the" 

attraction of the position of primary narcissism should not 

be minimized. Even though it may appear tpat it is a 

retreat to a less developed psychic state, as we have seen, 

Freud taught that aIl ego-feeling persists and is part of 

the developed psyche. 42 The attraction virginia Woolf felt 

for the state of primary narcissism does not mean 'that as an 

tindividual she had failed to develop. adequately. Rather, 

she recognized a universal trend, 
Jf 

acknowledqed that it possessed its own 

even while she 

limitations. The ... 

feeling of primary narcissism may be universal and may 
; 

result in a lofty idealism, but it ia :t isolated position, 

a withdrawn position from which the individual regards 

social interaction with indifference. 43 The implications of 

this position are presented through Terence's sudden 

irritation with Rachel who "seemed to be able to eut herself 

adrift from him, and pass awarro-unknown places where she 

had, no need of him. 

(Voyage, p. 309). 

The thouqht roused his j ealously" 
" 

l, 
" )~. 

-. 

., 

_.-



( 

46 

The narcissism ascrlbed ta women ls similarly a two-

edqed sword. On the one hand, Freud felt the unassailable 

libidinal position makes narcisslstic women fascinating. 

The importance of this type of woman for the 
erotic life of manklnd ls ta be rated very 
high. Such women have the <qreatest 
fascination for men For' it seems 
very evident that another person's 
nareissism has a qreat attraction for those 
who have renounced part of their own 
nareissism and are in search of object-love. 

EJ: 

However, in the long term such women are less satisfactory. 

nA large part of the lover' s dissatisfaction, of his doubts 

of the woman' s love, of his complaints of her enigmatic 

nature, has its root in this incongruity between types of 

object-choiee." That is to say the man who has given up his 

primary narcissism and, approaches the relationship as one 

who loves, will sooner or later resent the narcissistic type 

w~ cannot reciproeate his affection. 
~ Such a woman retains 

hers,\lf as love-object, and ber need doe~not "lie in the f 

direC(tion of loving, but of beinq lovedl( and the man who 
~ \ 

fulfills this condition is the one who finds favour with 

(her) • ,,44 This problem is displayed in the relationship of 

Terence and Rachel when he accuses' her, "1 don' t- satisfy you 

in the way you satisfy me. There's somethinq l can't get 
. 

hold of in you. ~u don't want me as l want you" and Rachel 

aCknowledqt;s his point of view. 
, 

It seemed to her now that what he was sa~ing 
was perfectly true, and that she wanted many 
more things than the love of ...one human 
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beinq--the sea 1 the aky • • • she could not 
possibly want only one human being (VOyage, 
p. 309). 

il 
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part of Rachel's uniqueness as an indivldual lies in her 

willinqness to be~ scrupulously honest in her dealinqs w!th 

Terence. On the one hand, she feels a qre,at attraction 

towards an isolated position, an independent, self­

su~ficient position characterized by the recurring image of 

the boundless sea and sky. On the other hand, she has 

fallen i~ love with an individual who wishes to possess her 

completely. She has responded to that need but Terence 

tells her that her response is inadequate. She aqrees that 

there is some reserve in her response to Terence, and at 

this point RaChel is prepared to reject every aspect of her 

relationship. sfî~ offers to break the engagement off--at 

which point the lovers find themselves reconciled. 

Part of RaC~l's problems lies not within ~erself but in 
- ~~ 

Terence's attitude towards her, which is charactefized in 

the scene wé"analyzed w~ere he displ~s-his need to dominate 

her entirely. We saw how Terence resented Rachel's 

absorption in music as weIl as her innate propensity te be 
) 

detached and self-absorbed. Any thoughtful indiv~dual must 
• 

be weIl aware of t.he t'endency of the human subject to 

dominate the object of desire, and it ls certainly not 

isolatcd to the male bex alone. Melanie Klein was the , 

psychoanalyst who' first understood how violently 
~ 

and 

., 

--
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sadistical1y very younq cbi1dren reacted to those around 

them. Like Freud, she traces a chiId'é early anxieties back 

to the _ oedipus comp1ex but she p1aced this proeess mueh 

eariier. She diseovered that "the Oedipus tendencies are 

released in consequence of the frustration whieh the ehi1d 

experiences 
;~ 

at weaninq" and can beqin as ear1y as six 

months. with a child who fee1a desire such as hunqer it can 

be appreciated that deprivation wou1d be experieneed in --
terms of the meehanism of feeling. 

The child himself desires to destroy the 
libidinal object by b~tinq, devouring and 
cut-:t,inq it, which leadà' to anxiety, sinee 
awakeninq of the Oedipus tendeneies ~ 
fol1owed by introjection of the object, 
whieh then beeomes one from which punishment 
is to be expected. 45 

Melanie Klein recorded many cases where she uncovered 

intensely hostile feelings within young children in rel~tion' 
, 

to their mother, father or sib1inqs, and~especia11y in the 

relationship of a daughter to her mother. In the process of 

the castration complex, a girl bl1lmes her mother for not 

providing her with a phallus. 

She feels this lack to be a fresh cause of 
hatred of the mother • • • Hatred and 
riva1ry of the mother, however, aqain lead 
to abandoning the identification with the 
father and turninq to him as the obj ect to 
love and be loved by.46 

'" 
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\ The girl's situation in the patriarchal _order causes her to 

feel particular violent antipathy towards the castrating 

mother at this stage of her development. 

Most adul ts tend to refuse to acknowledqe such ideas 

which testifies to how weIl these feelings are repressed. 

As Klein has demonstrated, a child may wish to counter 

deprivation with violence, but he is hindered in his very 
« 

dependence on mother and father.' The violent feelings·are 

repressed by the proeess of internalizing the parental 

authority, the formation of the superego, and the result is 

the sense of quilt: 

we know the sense of quilt to be in fa ct a 
result of the introjection • • • of the 
Oedipus love-objects, that is, a sense of 
guil t ls a product of the formation of the 
superego. 47 -

If ~uch violent feelings of hatred and desire to hurt 

are present in that seemingly most mutually benevolent! 

relationship, mother 'and child, it is not surprisinq that\ 

such feelings can be present in aIl human relationships. 

Freud noted that the sexual relationship between men and 

women could easily incorporate elements of violence. 

At the higher stage of pregenital sadistic­
anal organization, the striving for the 

-object appears in the form of an urge for 
.astery, to which injury or annihilation of 
the object is a matter of indifference, 
Love in this form and at this preliminary 
stage is hardly to 'be distinquished from' 
ha te in its attitude towards the objecte 
Not until genital organization is 

, . 
- -
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established does love become the opposite of 
hate. 48 ~ 

We have already seen that in Freudian theory such early 
, ' 

psychie orientations can persist in later life to a greater 

or 1esser extent, given an individual's development. It 

must a1so be recognized that such ambivalence in the 

relations between men and women is, to some extent, a result 

of the relation between the self and the other. In his 

ana-Iysis of the way in which men and women have developed 

their relationship Freud noted that, in makinq _ "genital 

erotislD the central poin~ C life" a man 

made himself depen in a most dangerous 
way on a portion of the external world, 
namely, his chosen love-object, and exposed 
himself _ to extreme sUffering if he should be 
rejected by that object or should lose it 
through unfaithfulness or death. 49 

The power of such love which causes the male to wish ~o keep 

! his sexual obj ect close to him, is the root of the will to 
1 

.mastery. The control, and domination of the sexual object is 

necessary in order that it is available to satisfy the 

desire which !t arouses. The relationship of women to men 

has long suffered from the tyrannical sexual drive which 

seeks to enslave women. Freud deduced that the two original 

drives which initiated the human' cooperative venture were 

the power _ of love and' the ëompuision to work, Eros and 

Ananke. 50 
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1 In The Voyage Out, the.e twô problems of violent 

interaction between individuala i8 only covertly present. 

These '. are civilized people. However, the underlyinq 

aqqressiveness can be sean when Richard Dalloway forces his 
1 

attent ons onto' Rachel, and it ls acc~mpanie~ in the text by 

the ap of the warships. That most impressi ve symbol 

of aqq ession, the modern warship, ia a fitting symbol for 

the unconscious agqressi veness that Richard demonstrates 

towards Rachel. 51 We have also seen how Terence is 

antagonistic towards Rac~el' s preoccupations with her music 

and her, internaI solipsi~tic world, an antaqonism that they 

attempt ,ta physically Act out. It has already been pointed 

out that in slich physical duels a woman is likely to be 

overcome due to her comparative lack o~ strength, and this 

probably underlies Rachel's adoptio~ of the asexual 

mermaid' s role _ as a defense against Terence' s . tao blatant 

aqqre'ssion. 

retains 

This 

man 

therefore, can be seen as an individual who 

fair proportion of primary narcissism which is 

her attraction towards an isolated position. 

ction is a problem in her relationship wi th the 

loves. 50 also ,is Terence's underlyinq 

towards her from which she attempts to 

esc~pe. It remains to consider Rachel's position within the 

patriar~hal' order within which she exista. 
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We stated earlier that ltachel's Jlirror-encounters, Which'l 
~ ,-

make up the plot of the novel, principally concern her 

discovery of the patriarchal nature of human society. One 

of Freud's most insiqhtful, contributions to the natu":re of 

human __ society was his understanding that culture, or 

civilization, ls dependent on each individual internalizlnq 

the authority of the father as the"'source and eJlÙ)odiment of 

law. Society demands that its members submit to and honour 

the social code, and this code is founded on the need to 
/ 

limit --and control an individual's behaviour in' the interest 

of the cooperative venture. 

< The essence of [civilization] lies in the 
fa ct that the members of the community 
restrict themselves in their possibilities 
of satisfaction, whereas the individual knew 
no such restrietions.5~ 

Freud' s description of hoW a young child internalizes the 

social code is known as the Oedipus complexe He saw that as 

a boy entered the phallic phase his love for his, mother 

became appropriately more ineestuous. However, he is then 

in a posi tian of rJ valry wi th his father, a potentially . " 

danqerous situation. 

/ 

Anxiety eomes into play to suqqest fear of 
castration if these incestuous ideas are not 
abandoned. Anxious that he will suffer 
castration from his father, if he does not 
give up his desires for hi!, mother, the 
li~tl e boy represses his idea t)'f incest. 53 
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The momentous effect of the dissolution of the Oedipus 

complex is that the boy secedes to his father's power and 

renounces his desire for his mother, recognizing that in his 

maturit~ he will enter into his own pos~tion of power. 

The human individual has to devote ,himself 
ta the great task of detaching himself from 
his parehts, and not until that task is 
achieved can he ceasa to be a child and 
become a member of the social communi ty • 
For the son this task consists in detaching 
his libidinal wishes from his mother and 
employinq them for the choice of a real 
outside love-object, and in reconcil~nq 
himself with his father. 54 

For a girl entering the phallic phas~ the process la 

very -different. Her relationship with ,her mother, atready 

disturbed by the process of weaninq, deteriorates further on 

her ?iscovery of a lack of a penis. 

She feels this lack to 'be a fresh .cauSf!?'"of 
hatred of the mother, but at the same time 
her ~ense of quilt makes her regard it as a 
punishment • 

Although a girl may wish to be like and identify with the 

dominant role of her father in family life, "hate and 

rivalry of the mother, ho~ever, . . • lead to aban~oning the 
. 

identification with the father and turninq to him as the 

object to love and be loved by."55 Klein paid homaqe to the 

cul turaily dominant position of meri when she deduced' a 

girl'l3 attitude to her father, a possessor of the phallus, 

ta be one of admirationL-,and that this attitude tended ta be 

part of aIl her relationships vith men. 
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1 
She was also aware of the uncertainties that govern a 

young girl's development. 

Whilst the boy does in reality possess the 
penis, • • • the little girl has only the 
unsatisfied des ire for aotherhood • • • thus 
the girl lacks the- powerful" support which 
the boy derives from hls possession of the 
penis and which she herself miqht find in 
the anticipation of motherhood. 56 

Indeedj girls who assume they have been castrated will 
~ 

always fear further destruct.ion to their bodies. "At the 

bottom of the impulse to deck and beautify themselves there 

is always the motive of restoring damaged comeliness." 

Horeover, "the dread of injury to her womanhood exercises a 

profound influence on the castration complex of a litt1e 

girl, for it causes her te overestimate the penis which she 

herself lacks ... 57 Hand in hand wi th that overestimation 

goes the underestimation of the feminine and its 

ident~fication with lo~s of prestige and power. 

Freudian theorists a1l seem to Agree ~at the resolution 

of the castration complex in girls is mayked by a choiee. 58 
4 

A girl can either continue to identify with the powerful 1 

father figure and evince masculine traits throughout her 

life, or she can identify with the mother and adopt the 

feminine position by desiring the love" of the father. 59 

Modern theorists question whether the acceptance by women of 

the :female role is ever ac~ieved except through suffering 

and loss. 
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When the realization dawns on a child that 
penis implies Phallus, and Phallus means 
social autho~ity and prestiqe--whether a 
person is male or female--the stance that a 
persan makes towards the mother's 
metaphorical castration will determine 
sexual identity in teras of submission, 
denial, revolt, and so forth;60 

55 

--1 (C 
Indeed, the latter part of the twentieth century is mark~d 

by women's insistence on the cultural rather than' the 

biological basis of the patriarchal order. "Freud's 

contribution to man's understanding of himself is a 

description of the human being in cul ture, not of the 

natural animal, man.,,61 To this end, it must be remembered 

that even Freud recognized the metaphorical nature of what 

'he termed the" Oedipus complex.' Laca~ has pursued the 

implications of the symbolic nature of Freud' s discovery. 

-When (Lacan) talks of castration, therefore, 
he means the psychic impact of loss, 
difference and- individuation, and not,­
biological emasculation in any literaI or 
natural sense. 

Indeed Lacan' s work is marked by his recoqni tion of the 

importance of symbols in psychic life, as they dominate 

language and the ways of communication. 

Language .• attempts to describe the 
indescrlbable as reductionist terms of 
biology, archetypal myth, and the ~ike. 'The 
father has no innate maqic, \ or - intrinsic 
biological supremacy. It is, instead" the 
symbolic effect of his dividing presence to 
which Lacan points. Lacan refers therefore 

Il to the Law of the ffmU-of-the-Father • • • 
the Lacanian supereqo starts out as a 
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metaphor for. the structural impact of 
intervention in the infant/mother dyad. 62 

J 

S6 

However, while the interiorizat~on of the cultural superego 

can certainly be appreciated throuqh the sexual metaphor, 

tpe actual effect on young girls of the castration complex 

is their internalization of the feminine role. 63 If many 

women in their adult life ~xperience problems with that role 

due to the social definitions placed upon it, 
(;> 

The 'enemy' which ··feminists must confront, 
• . , ls nei ther class structure nor 
patriarchy per se, but the mimetfc mirror­
stage processes of fusion ,and difference by 
which the human subject takes on its nuclear 
form between six and eighteen months of 
age. 64 

That is, if women are to chanqe the socially acéepted 

pattern of femininity they can only do so when the young 
1 

female infant looks around h~r and perceives the loëus of y 

power and prestige to be divided equally between her 

parents. 

·Virg1nia Woolf was an early feminist whose perception of 

the ~problem of the feminine rol~ was very acute. 
.~ 

acceded that " ~ • 

,Life for both sexes • ia arduous, 
- difficul t, a perpetuaI struqgle. It calls 
for gigantic courage and strength. More 
tban anythinq, perhaps, créatures of 
illusion as we are, -it calla for cQnfidence 
in onesel f '(BQQlD, p ~ :f5) • " ~-

~' 

Shta 
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She also noted tll,at individuals assisted in creatinq 

confidence in themselves "by thinking that other people are 
• j 

inferior to oneself. ...... ~. feeling that one has some innate 

superiority. " Virginia Woolf also notes that 

'women have served a1l these centuries as 
looking-qlasses possessinq the magic and 
deI icious power of reflecting the figure 9f 
man at twice it. natural size (BQQm" p. 35). 

She refuses to entertain the idea of wçman as beinq 

diminished from the natural size, but she knows that a man 

will compare himself with a woman and see himseR as more 

important and meaningful. 

Napoleon and Mussolini both" insist so 
emphatically upon the inferiority of' women, 
for if they were not inferior, they would 
cease to enlar~ (RQgm, p. 36). 

In victorian society the reality of the patriarchal order 

meant that a. woman knew that half of humanity demeaned her 

importance in the social scale of values: power and prestiqe 

belonged to the male. 65 Out of this reality, virgil'lla Woolf 

* fashioned her first -novel. 

We have traced Rachel' s reaction as she comprehends the 

limitations and definitions she encounters. We have 

suggested that her mirror-encounters follow a recurrent 

pattern of denial and repudiation. Rachel's nature is such 

that lackinq the means to overcome the definitions, and the 

self-confidence to ignore them, her one means of defence ia 

.' 
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.,...... 

to retreat into 1;.he isolated, sea-world of her original 

being, a "capitulation ta oblivion."66 

However, 

While her tormentors thought she was dead, 
she was not' dead, but curled up at the 
bottom of the sea. ~ere she lay, sometimes 
seeing darkness, so~etimes light, while 
~very now and then someone turned her over 
at the bottom of the sea (Yoyage, p. 348). 

this unde~r~~ in fact a retreat back to the 

earliest form of instinctual life, to the limited purview of 
c. 

primary narcissism. The abdication from active involvement 
t 1 

__ "\. is commented on by the author when she writes, "every" now 

\ and then soméone turned her over." Rachel ha,s regressed to 

the point of the helpless baby who cannot even turn herself 

over. 
~ 

This state is marked for Rachel by a total lack of 

will or assert~on of the need for action. From such astate 

she sinks into the ultimate form of quiescence. Such a 

conclusion sets Rachel's experience apart, as we have 

suggested. Death severs futurity from Rachel's life, 

cutting off any other response she may have made to her 

experience. However her death, though poignant, leayes the" 

'.. reader wi th a sense of unease. That aspect of the novel 

• 

concerning the coercive nature of human society has only 

been explôred in a negative sense. Rachel's marror-

encounte~s revealed her to herself but she is judged, having 

died, as lacking in the creative force that has the power to 

effect change, and by so doing reflect in itself the 

~ngoing, mutable, spont~neous, nature of the life-instinct . 

" , 

.. 
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-CHAPTER 3 

The Short stories 

This paper has dealt at length with Virginia Woolf's 

first novel. That novel proved to be fertile ground for an 

initial study of her work. In ïhe Voyage Out are found aIl 

the themes and concerné that Virginia Woolf remained 

involved with throughout her lif~. However, many 

commenta tors calI attention to certain unsatisfactory 

aspects of the work. David Daiches wri tes, "There is a 

hesitancy, even a clumsiness, in The Voyage Oqt, which 

denotes a wri ter who has not yet found her proper medium. III , . 
Pamela Transue finds that Virginia Woolf "is stifled by the 

traditional forme The shape of the sentence, plot, 

structure, characterization--all work against the delicate 

and adroit exploration of consciousness which was to become . 
Woolf's greatest strength. ,,2 While many., critics draw 

attention to the inadequacies of Virginia wootf's first 

novel, not so many pay attention to the short f?tories thatl 

appeared, in a small book entitled, Monday or Tue§day.3 As 

Avrom Fleish~an wryly concedes, 

The standard format for a critical study of 
Virginia Woolf i5 a series of chapters on 
the nine longer fictions, one after the 
o":her. The body of her short stories tends 
to be neglected" except as a quarry for the 
larger works. 4 " 

1 
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The eight short stories contained in Monday or TUesday 

represent an experiment in style and fonu by the author. 

Rer first novel never really deviated from the form of the 
\ 

tradi tional novel where, "what the author has to say can 

on,ly be said through the arrangement and patterning of a 

chrq>nological ~ series of events. ft Rowever l "What Virginia 
-) ... 

Woolf wants to say seems only casually linked to any 

chronological series of events. nS In the short stories can 

be traced the experimentation that led to the dispensation 

with the traditional time scale, the development of a style 
l 

of "'wx:-lting that could better express the subjective 

experience of reality, and the correlation of external 

symbol with internaI reality. Therefore, l shall consider' 

the short stories as the transition that enabled Virginia' 

Woolf to develop the novel, ai'ld specifically to find the 

form best suited to her concerns in writing. 

"The Mark on the Wall" -"'is a characteristic Woolfian 

short story that has no plot in the conventional sense of a 

series of events. The story consists of a mind's free play 
'-

around" an undetermined, but specifie object, a kind of ~ 

Rorschach blot, 

the art of the inconclusive--of process as 
result (or result as stalemate) and 
indeterminacy as freedom--is c clearly enough 
demonstrated by "The Mark on the Wall, Il an 
exercise in an associanistic tradition-with 
which Wordsw9rth & Keats . . • have made us 
familiar. 6 , . 
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Any mind's free pîay ~ill constst of an almost meaningless, 

bewildeFing series of sensory stimuli, memory flashes and 

thoughts which proceed on several levels. "The faots, in 

other words, are un important ; what matters is the mental 

play about and from those facts."7 Virginia Woolf resolves 

some of the problems of presenting such material by havinq 

the subject slip into an almost trance-like state where the 

sens ory impressions of the external world are depressed, and 

the mind' s idle speculations are arranged around a central 

object that becomes the ~ganizational locus. 8 virginia 

Woolf considered that the reader of such writinq needs some 

objectivity, and order in the writing, otherwise a kind of 

alienation becomes inevitable. That she was influenced at -

this point in her career by James Joyce is clear, but she 

records her own response to Joyce's style in this way, 

the danger is the damned egotistical self; 
which ruins Joyce and Richardson to my mind: 
is one pliant and rich enough to provlde a 
wall for the book from oneself without its 
becoming, as in Joyce and Richardson, 
narrowing and restrictinq.9 

Here, she means, l believe,~ that such writing risks being 

stamped with the impress of a too dominant authorial 

presence and confined -within the limi~ of such a 

personality. Richter similarly points out that Woolf feels 

Joyce's reader ta be centred in a self that is "a bright yet 

narrow room .• .10 However, the author who abdicates from such 

a controll!ng position in the work has to provide an 
. . 
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alternative structure to enable the reader to comprehend the 

author's aime The means Virqinia Woolf employed to provide 

a frame for her work was a clear and pèrsistent use of 

form. ll Form becomes the "wall," the "iron bolts" with 

which she makes a structure on which to hang the nebulous, 

lyrical ~aterial that constitutes one of the important 

aspects of her ~rt.12 Virginia Woolf recorded her 

satisfaction with this kind of writing in her diary, when 

she commented about "An Unwritten Novel," "doesn't that keep 

the looseness and tiqhtness l want; doesn't that qet closer 

and yet keep the form and speed" (Piary, p. 31). It fixéS 
'-her intentions for her writinq on "pure sen"Sl'Dility which 

refuses to be organized accordinq to habitual tpatterns of 

perception. H13 In his article "Fon;:,;:; Ccf the Woolfian Short 

story," Avrom Fleishman comments on the problems associated 

wi th the loose, seeminqly disconneeted content of much 

modern - fiction. He makes the point that modern fiction 

often uses repetitiveness in order to arrive at a feeling of 

wholeness or completeness in a st ory , and to create the 

aesthetic sense of closure. This repetitive process can be 

either a linear one in which "a series of terms or 
1 _ 

represented objects, often including repeated ones, ~ is 
\ 

passed through until the clinchinq or decisive motif or word 
J 

is found, tf or it ~an be a cf.rcular\one when "an linitially 

, gi ven word, phrase or repJ!!-f3s.ented obj eet, thereafter fbsent 
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or only occasionally presented, is made at the end the 

summative term for aIl that has gone before. 14 

The! story we have mentioned, "The Mark on the Wall," 

Fleishman notes, His not free association, but a controlled 

rrnear forme n By this he mean!:l that the mark tha1; the 

narrator percé ives and continuously refers back to remains, ,.-
but the narrator's perception of it changes. 

Having moved beyond seeing the mark as an 
indentation, then as a fIat surface colour; 
to SeeiJlg -i t as a ~roj ectio~ and after 
running through a number of mor~ or" less 
probable projecting objects, the conclusion ~.' 
is reached: "Ah, the mark on the wall! It 
was a snail."15 

We have conma,ented on the looseness of the content of the 

plece. It is also stylized by a seemlngly random_ 

progression of thought and a dreamy, meditative mood. The 

writing is kept from formlessness by the controlled and .. . 
controlling presence of the mark i~tself, and at the end by 

the "leap of novelty, an access to somethinq not initially 

given or known~ ft wh~n the identity,,, of the mark is finally 
, 

reve~led. The resolution is associated with a reorientatio 
-

of the narrator's point of view. The external, "real" WO 

breaks through into the dreamy, medi tati ve trance"- and 

narrator Is recalled to bbth a normal--'~elatlonShiP to 
,", ' 

environment and to enliqhtenment towards the nature of 

obj ect she wk purs_uinq. There Is ah irony in 
. 

denouement in that the identity of the objèct comes 

/ 
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deflation. The identity of the snail is actually irrelevant 
~ 

to the :philosophical ramblings that lIlake up tll'e st ory • 

Having been recalled to the external environment, however, 

it is;?important what the' object really was. It has 

achi~d its purpose, and in this st ory is seen to be mostly 

i f :t- fth i rrelevant to t,e concerns 0 e p ece. 

"An Unwritten Novel" is another short story with a 

linear construction. It prlsents one of Virqinia Woolf' s 

favorite themes--the imaginative construction of the 
t 

ellow railway traveller. 
\ 

Here the aqaracter 

of Minni~~~sh is developed as the journey proceeds, only 

whole conception of the frustrated, quil t-ridden 

r shattered when the lady is met at Eastbourne by her ...... 
solicitous son. 

-, While the sketc\-develops a history from a few g..3stures 

that the' narrator observes in her fellow traveller, and 

therefore tas more continui ty than "The Mark on the Wall," 

it is stijl removed from more conventional types of short 

story. While events are described, ti\ey arise out of the 

(J imaginative capabilities of the narrator. 16 Thus, the 

" 

• mending of the glove wlth the\·weaving of the thread over and 

throuqh the rent in the fabric provides, 'in the. context of 

the story, a symbol for the way in which an individual seeks . .-
to repair the damage sustained by her ego in the social' 

milieu. \ It is 
• 

narrator creates 

also a symbO! fOr' · .. tIle-wa~n which the 

the story. Since the character of Minnie . . 

) 
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Marsh is described as poor and careworn, the act of darninq 

her glove becomes eminently suitable for the reve;ta1;-ion of 
;;, 

her character. Predominantly a feminine pursuit it relates 

to, Klein's observation of the feminine need to repair 

tldamaqed comeliness, [that] has its origins in anxiety and 

sense of guil t. ,,17 However, the character created for 
t 

Minnie Marsh, tormented as she is by anxiety and quil t, 

actually reflects the anxieties of the narrator, whose 

concerns are gently held up to rfdicule -by the story's 

outcome. There is an irony in tiAn Unwritten Novel" in that 

the story destroys what it has created, but this in no way 

detracts from the sense of conclusion 'that i~ provided by 

the outcome. ~ 

The cir~lar form- can be found in such sketches as "The 

New Dress, " "The Haunted House," and "The Lady in the 
.' ...... 

Look1ng Glass." "The New Dress," in particular, uses the 

circular device very effectively. In this story, Mabel 
L Waring arrives at the house of Mrs. Dalloway wearing her new 

dresse ~ . She begins to feel th1S dress ~s not so successful 

as she hàd hoped and spen~s a miserable evening imaqining 

her friends .and acquaintances reactions to the dress before 

she 1 eaves the party. The story begins wi th her removing 

her old cl oak and ends with her wrapping herself in the 

cloak again. The action is full of' symbolism, but purely,on 

a formaI level i t neatly provides two frames wi thin which 

the sketch stands. The same device is found in flThe Lady in 

.. 
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,the Looking Glass," where the phrase, "People shoul~ not 

leave looking-glasses i in
{ 

hang ng their rooms, H stands 

exactly as the f~rst and last statements of the storY while 

the narrative develops the implications of such actions 

wi thin them. Even in "The Haunted House," Fleishman finds 

there is a "case of sentence repetition." The sentence in 

question begins not, the first but the second paraqraph: 

"'Here we left it', says one of the ghostly presences in the 

house, and in the final paragraph the same voice says, 'Here 
1> 

we 1eft our treasure.,H18 In this story, there is not only 
"..-

a r~turn to the same phrase but a sense of revelation about 

what the treasure is. 

Virqinia Woolf was'pleased with what she had achieved in 

her short stories and recorded her reaction, 

but, conceive 'Mark on the Wall,' 'Kew 
Gardens! and 'Unwritten Novel' ta~ing,hands 
and dancing in unity. What the unit y shall 
be l have 'yet~o disco~er • • • but .. l see 
immense possibilities in the form I hit upon 
more or Iess by chance two weeks ago (Piary, 
p. 31). 

t' 
The example of the "New Press" rel(ards a lItere. detailed 

study. We have seen how the stpry is framed by Mabel 

removing her cloak and finaIIy wrapping herself up in it 
(" 

again. That action is much more than merely a device to 

encapsulate .the story, for it is inextricably bound up with 

the content of the story • The story adnÏirablYIff suita the 
.\ti< 

... 
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purpose of this pape'r as it is doainated by mirrors~ The 

piece beqins, 
F4 

Mabel h~d her first 'serious suspici,.on that 
someth'"'Wq was. wronq as ~ sh. took her cloak 
off and ~rs. Barnet, while h~ndinq her the 
mirror an~ _ .toucbinq the brushes and thus 
dr~winq her attention, perhaps rather 
markedl~ to aIl the appliances for tidyinq 
and improvinq, hair, complexion, clothes, 
which existed on the dressinq table, 
confirmed the suspicion--that it was not 
riqht, not' quite right, which growing' 
stronqer as she went upstairs and sprinqinq 
at her, with conviction as she greeted 
Clarissa Dalloway, she went straiqht to the 
far end of the room to a shaded corner where 
a lookinq-glass hung and looked. No!' It 
was not [ight. 19 

- -

We h~ already mentioned tha i: this sketch conberns a new 

~~:: t~Lt Mabel has'had made and the miserable eveninq she 

Dalloway's party. abel develops a terrible 

of ber new dress the 

moment she .....cWW~P-"""Cj~LX . and reveals i t to qeneral 

serutiny. . The story revol ves around various mirrors which 

oceur naturally wi thin the cont,xt of the storY':\ 
1 

What 
\ 

changes\ is Mabel's subjective experience of what, she sees 

reflécted in them. 20 
ri 

f 

This story reminds one of virqinia Woolf's accoQnt of an 

early encounter she had had with a mirror, as a child in her . 
" 

family's holiday home in Cornwall. She qot into the'habit 
-" 

of looking at herselt, but; "1 only did this if l ,was sure 

that l was alone. J l was ashamed of it. 

quilt seemed~n~turaIIY attached tq it."21 

f A stronq sense of 

We have discussed 

} 
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how shame is one of the resul ta of the castration complex 

which produces a. self-image which is damaged and feels 

itself to he flawed, i.nadequate and, due te the resultant 

feelings of hostility to the mother, associated with guilt. 

In the sketch, Mahel Waring is experiencing similar feelings 

to a pronounced degree. 

In the short story a mirror can he flaltering and 

nurturing, or it can be destructive and deflating. ' However, 

such responses come from the observer. The mirror reflects 

1 whatever stands before it, it makes no ~udgement on whatever 
t 

happens to be there. The judgement that strikes Mabel down 

comes from inside herself. 22 

Mahel's suspicion that her dress is' in fact hideous is 

arouse~ by the attitude of the woman employed to look after 
,. 1 

the ladies' cloaks. However, Mrs. Barnet m~~ely hands Mabel 
"-. 

a mirror and indicates the brushes placed the~ for the use 
• 

of the women. Présumably she does this for aIl the women, 

but Mabel ,interprets the action in the light of her own 

anxiety. 

yourself." 
4'> 

Being handed a mirror clearly means, ";took at 
rP 

Being Mabel Waring this alw~ys _ means profound 

dissatisfaction witli her appearance. Upstair's in the 

drawing room, she makes the large mi~or confirm her 

jUdqe,ent that the dress is not right. 

If, we consider other people's responses the effect is 

actually quite positive. Rose Shaw finds the dress 
. 

"perfectly charminq, ft Robert Haydon is poiite about it and 
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Charles Burt·merely comments tbat she has a new dresse The 

people in the drawing room are not so acutely aware of ,. 
clothing as Mabel is, and Mabal' s obsession i'8 a cover for 

the awkwardness and isolation she feels in the social' 
~ 

setting. The mirrors in "Mrs. Dalloway's house, are only' 

diminishing and isolating because Mahel faces them in the 

sodial setting that exaggeratas het' feelings of inadequacy 

and guilt. The poignant part of the story is that Mabel's 

inferi~ri ty complex is the root of l"" the abrupt and hostile 

way in which she social1y interacts with her acquaintances, 

and which leavets her isolated on the sofa. "1 fee1 like 

some dowdy, decrepit, horribly dingy old f1y" is not exactly 

an'easy opening gambit at a party and should be expected to 

disconcert other people. For the reader it is rather an 

amusing opening gambit, in rather an amus"lng short story. '<--:± . However, the consequences to ~abe{ are presente in a 
~ 

compelling way. The amount of negative adjecti e§ that 

Mabel uses about herself make up a long list: 

dissatisfaction, misery, inadequacy, cowardice, shabby, • 
l"h 

sordid, repulsive, etc. They est~blish the depth of Mabel's 

malaise. , 

Mabel has another side revealed in the dressmaker's 

mlrror, in the safe, secure, warm room where tne dress is 

planned' and executed. -''The concept Mabel' starts with is 

admirable. She doesn't have muc~ money or the means ta look 
"I 

really fashionable so she opts fdr originality, and in Miss . 
• \. 
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Milan's little workroom, wearinq the finished dress a small 
/ ,. 

miracle occurs. For one moment, ·suffused with liqht, she 

sprang into existencf • a beautiful woman" (Ha. Ho., p. 

52) • This is almost a birtb, a new creation of a different 

Mabel, a Venus risin~ from the waves. It underlines very 

subtly the need felt by many women to appear attractive, ta 
'> 

possess the idea that for others they are desirable. The 

need that Freud remarked on, to be the obj ect of love and 

admiration. "While Mabel possesses such a positive self­

image she is able herself to empathize with the woman who is 

makinq the dress, and in,some ways the vision. 

She- felt, suddenly, honestly, full of lo-ye 
1 for, Miss Milan, much, much, much, fonder-of 

l" Miss Milan than of anyone in the whole 
world, and could have cried for pit Y that· 
she should be crawlinq on the floor with her 
mouth full of pins (Ha. Ho., p. 53} 

This moment of love a empathy is matched by other moments 

in her life, the beach in the sun, carv ing the 

when she feels on the crest of a 

wave, elated, ecstatic. However, such moments are bri,t as 

she cannot sustain the vision. 
1 

The short sketch i' a study oflsome of the consequences 

of narcissism in women. Mabel's fascination with mirrors 

and their importance in the story clearly indicate such 

consequence~. Any individual needs some measure of self-

respect to function at their full potential. "Not to have 

value" i8 Mabel's problem. In the secure environm4Dt of her 

" 
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home or with her dressmaker, Habel can admit enough self­

esteem ta support moments when she is happy and loving. 
\ 

However, in the world of casual, social interaction where 

such an attitude is most important, she cannot maintain such 

self-esteem and comes under the in~luence of her 

destructive, hostile superego that condemns such "an orgy of 

self-~ove, which deserved te be chastised" (Ha. Ho., p. 51). 

The relationship of narcissism to masochism ia weIl 
~\- ' 

understood in the sketch as i t presents an ego that is 

powerless to mediate between id and superego. Consciousness 
, 

for Mabel is marked by an oscillation from one extreme te 

the other. The story presents her interior agony through 

the unobtrusive way in which mirrors are woven into the 

piece • Concerned as she is to structure the subjective 
.,. 

experience of reality, virginia Woolf--at this point in her 

career--succeeds in capturing the internaI world of Mabel 
, 

Waring through her reaction to the external world as sbe 

naturally encounters it. The mirror is poth symbol of the 

interior world and structuring device that creates the 

outline of the story. When T. E. Apter' commented on ~ 

Voyage Out, he found that the 

emphasis on the inner world, however,~s 
unbalanced by the way in which the extern~ 
world functions as a symbol for the mental 
state and emotion . . • the correlation is 
the author's not the character's.23 
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However he . found that "in her later work virginia Woolf .. 
creates symbols from the external world by means of her 

ch~racter's ~esponse to objects and situatio~ in the world." 

.. "The New Dress" is a perfect example of the use of image and 

symbol to convey internal perception . .. 
'0 , 

Significantly, the story opened with Mabel removing her 

cloak and rev~aling herself and the new dress. By so doing, 
• q .. 

she accepts that she herself is other--perceived an~ 

evaluated by those outside of herself. ~ The sketch exam,ines 

her inte;rnalized, destructive sense of self as othe'r. It 

closes .as she -wraps her twenty-year-old cloak round and 

round herself and veils herself from the vieYl of o~hers. 

Again, the~,two gestures ,that frame the story and create the 
~ 

aesth~tic sense of closure are these two gestures, revealing 
.J. \-" 

andc concealing, that ,present the problem with the least 

dependence on acèion and the greatest 'assistance from 

symbol. 
, 

In "".rhe Mark 011 the Wall" a similar interest in the 

perception of self is conveyed. As the narrator slips into 
h '_ ~ 

a trance she seeks a pleasurable track of thought, one 

tlindirectiy refl:ecting credit ~pon myself." The narrator fs 
/ 

revealed as being acutely aware of the narcissistic bias 

within herself. 

AlI the time l'm dres~ng up the figure of 
myself in my own mind~' lovingly, stealthily, 

a.not openly adoring it, for if l did 'that, l 
'should catch myself out, and stretch my hand 
àt once' for a book in self-protection • 

...... __________ ~1 __________ ~. ,1 

''P 
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Indeed, it is curious how instinctively ~ne ' 
protects the image of oneself from idolatry 
or any other handling that could make lt 
ridiculous, or too unlike the origin~l to be 
believed ift any longer (Ha'. Ho., p'. 44). 

73 

Dressing up the concept of self corresponds to Freud's idea 
a 

that: wOJ;llen' s narcissism iE' a compensatory mechanism. The 

• insight of this narrator is deeper, perhaps because she is 

conscious of her efforts, and conscious of the dangers in , 

her pursuit. She seems familiar with the necessity and 

'possibility ~of an enhanced concept of self, but is a1so 

avare of the point at which such a process becomes self-

defeating, when the super-ego is roused to destroy the 

illusion. The narrator possesses an ego ·th~ ,mediate's . , 

successfully between the demands of the id for self-' 

gratification, and the condemnation of the' super-ego that-

st~e,sses humility and clarity of vision. This ego is firmly 
< 

rooted', in the reality principle, maintaining a balance 

between the position of self-idolatry and the position 

destructJve 

. , 
self-contempt. J The sustained image 

r' .. 
aCfnowledgea to be of supreme importance even if it is 

\., imrginary concept. 

It is a matter of great importance ."-. _~~ 
Supposing the logking-glass smashes, i the 
image disappears, and - the romantic figure 
with the greep of forèst depths all,about it 
is no longer, but only that shell r of a 
person which is seen by other people' (Ha. 
Ho. p. 44). ' 

) , 
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This looking-glass self is contrasted, in the story, with an 

outer, social self revealed 

as we face each other in omnibuses and 
underground railways (when) we are lookinq 
in a mirror: thatrr accounts for the 
vaqueness, the gleam of glassiness, in our 
eyes (Ha. Ho" p. 44). 

The mirror here is not the internaI, imaginary mirror of\j 

self-esteemi it is the alienating social mirror that 

constitutes the awareness of oneself as other. 
. -The narrator of "The Mark on the Wall" possesses the 

abilfty to balan~e the needs of the id fOF self-esteem with 

the control of the superèqo that monitors such behaviour. 

Indeed, in such a reflective mood, this personality is able 

to ~oncede that the social~y-programmed part of an 
). 

in&li~+l is merely a shell, an citer conforminq -aspect 

that ~sti ~utes a merely superficial sense of self. The 

narrator, while achieving such a l>àlance, can envisage a 

fut~here novelists wili~ake the external aspect more 

f~~ and concent!ate on the internaI, reflective 

worid more exclusively.24 

. This 

Virqinia 

( 

. socially 
~-r... " 

was the COllXe of study that ,occupied aIl of 

Woolf's prof1sSi~nal lif;;. Ker rejection of the 

structured environment in favourbO~ the subjective 
.-,<, 

ViéW of experience is one of the hallmarks of her work. Due 

to her particular interest in the 'subjective experience of 

women~she continued to explore the nature of narcissism, but 

, . 
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the need fdr psychid balance applies equally to both sexes 

and is developed to a considerable deqree in her later work. 
~. 
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CHAPTER 4 

Krs. Dalloway 

1 
Virginia Woolf began ber novelistic· career witb a book 

that explored a woman's recognition of self' through her 

mirror-encounters with other people. ,_ The Voyage oyt 

culminated in the death of Rachel Vinrace, and l traced this 
".- ,-- j -

death as reflecting her response tb the patriarchal .order as 
" 

she experienced it. \ Mr.s. Dallowat is one of the most . 
successfu~ of Virqinia Woolf's ~ature \:~rks.l It portrays 

another . indi vidual , not \ the character who a~p~ared briefly 

in The Voyage Out, living in a ),atriarchal order, shaped by 

its demands and yet creating a unique space for herself. 
~A '. 

Clarissa Dalloway is presented both through the definitions 
, 

of other people,;, and by }1er own defini tions--how 0 she sees 
l ' / ' , 

hertJelf. The novel ca1ebr~es (-"1!he balance she achieves 
l' l ' 

_ " t 1 
between the ~emands o'f superego and id, even while it is 

condemnatory of the social process that influences Clarissa. 
- / 

Virqinia Woolf wa$ concerned with a su~erficiality in 
Q 

her creation, ,~The doubtful point is, l think, the Char~têr 

of Krs. Dal}Oway. It may be too stiff, too glittering and 

tinselly" (Oiary, p. 66). In ,fact, most critics and readers 
/ , 

f~nd 91aris~a a sympathetic and believable creation. 2 

Howi"':r, they a e· ~~used by the author' s· decl,aration that. 

"rlwant to ~ticize the s~cial system, to show .it at wcrk, 

at its mo,t it).lenSe" U>iary, p. ,",<63) • It la often asaumed 

,II 
/ -; 
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that this concept was sUPPiessed in the 'finished work. 3 

However, it ls in the light of Virginia Woolf's judgement of 
, 4 

the patriarchal order tfiat this most relevant. aspect of her 
_ 0 • 

~v , 

novel can be appreflated. 4 The critlcism COlal.as from the 

personal comp~mises made by Clarissa and the -social 
~ 

restraints èxperiencea by ~er. In spite of such 

amitatiQns, :the character creates a significant place fi' 
herself through the balance she achieves between her privatJ 

and her social self. 

Early on in the work, Clarissa Dalloway is 'tôund in 

front of ber mirror. 

She pq.rsed her lips whpn she looked in thè '\ 
glass. It was to give her face point • ., • 
That was her self - peinted: dart-like; 
definite. That was her self when some 
effort, some calI on her to be herself, drew 
the parts together, she alone Rnew how 
dif'ferent, how .. incompatlble and cowosed so 
for the world only into one centre. , 

\ 

,Of this passage Blanche Gelfant makes the point, "this 
." 

clearly focused image represents a unified and staticdself, 

the persan she Ican p~oduce whenever she needs a recognizable 
1 • • 

social' mask!,6 \with which to confront the itlorld. It ls 
1 • - • .".. 

-sQmehow a conSC10US creation, a' successful production, 
1 

albeit 
~ 

This is ~he one that is sustained with effort. 

social mask that is perceived by others, and whichClarisàl 

proj ects as her image, "which, the outsido world view~ 

(mistakenly) as a sinÇf1e per~on.,,7 o However, the disparity 

of the. parts is revealed in the different ways ethers 

,.' 

1 t 
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perce ive her: "While one character can s~e her significance, 

another sees her selfishness, while one reacts ~o her life­

qivinq force~ another respands to her parasitism."S The • 
creation o~ Clarissa Da110way is enhancèd by '~uch diverse 

points of view. However in trbe Woolfian style, this is 
.CI 

revealed ta be the' lea~t important of the ways of perceiving 
< 

an indi viduàl. . Clarissa herself ia able to recognize the 

. j udgement ,made on her - as other to other people' s sel ves. 

She recognizes the_ ways in which she functions as other for 

those around her. She also possesses, like Rachel, a 
f 

narcisslstic concept of her self that ~s independent of the 

need to relate to others. She Is also very much aware that , 
~ 

there ls an element.of-the will to mastery in the way some 
r, 

individuals relate ta her. These individuals seék to coerce 
1 

/ 
her into subj ection towards their fOwn nèeds 

" , gratification.- This cri·ticism becomes _ one of 

for If ,,!,­se -

the major 
... 

themes in the work as the author relates that tendency to 

tl;le coercive nature of human socie~y itself. 
-. 

natur~ of l will also consider the-form of the work, the 
" \ v 

up' the the structures that make .novel and the way death 

qreates a moment of intuitive discovery, when al). the 
ù 

concerns 
'i 

of the novel are resolved in clariss.a's mind, 

however briefly, ,and she herself becomes the summative· t€~ 
'0 

for psychic wholeness. -- - ~ 

/ 

f ,. 
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The novel makes use of multiple viewpoints from which 

Clarissa is percei ved. Gelfant observes, 

as the' novel progresses 1 the early static 
image in thè' mirror qives way to a s,eries of 
shifting and contradictory views of Krs. 
Dalloway.9 

of- 1 These views come from her family and friends ~,o have known 

ber a long time, and Virginia Woolf~!s able to illustrate' 

how eac.(. of ~ese vie)ors is Subje.,ç;"e in it.. own way. Each· 

pers on has their own expectatiohs of Clarissa and expresses 

merely a subjective view of the wa~ - in which shé 

approximates their îmaqe of her. "AlI around Clatissa stand 

characters who,' like m!rrors placed at various ~nglEts, send 

back different aspects of herself. "10 AlI these individuals 

make- Clarissa, "other" tÇ> their own demanding selves. Thus, 

. p~ter W~ISh, w!t0 had been pass~onately in I~ove with clarissa 

when they were both young 1 is about J'ter. 

On the one hand, he fin~s her "cool, la y-like, critical"; 
'\. -

and on the other "ravishil~, romantic, - r calling some field 
'"' - 1 • 

or English harvest" (Mrs. D., p. 136)'1 ~ Coldness is one 
1 

charac~eristic 1 that Peter often ~$is'oc'iates with Clarissa: 

T~ere was'always something cold in Clarissa, 
he, thought. She had alwàys, even as a girl, 
a ,sort of timidi ty , which, in middle age 
becomes conventionality (Mrs. D., p. 45). t' 

~ 

His own ill~stration of this failing' is the story of 

Clarissa 1 s reaction to the knowledge that the neighbouring 

squire's new~~.ife had had an ill~gitimate child. , , 

• 1 

clarissa 

" \ 
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turned pink, got embarrassed'and made every~~e in the room 

feel awkward. While Peter teels he understands' her 

iqriorance, "a girl brouqht up ~s she was knew nothing," wha1: 

annoys him is her manner, "timid; hard; arrogant: prudish" 
1 - ~ which he feels is in sOllleway responsible for the death of 

her 'soul, or the extinction of that ability with which the 

individual openly relates to experience. 
fi. 

Peter' s lack of insiqht resul ts from a confusion between 

the origins of prudery and the acquisition of a liberal 

outlook~ A young girl is only shocked by the results o"""f 
, 

sexual exper-ience, when she percei ves that they transgress 
• 

the accep'table norm, when she feels them to be ,in some way 

threatening her own internalized 'sQcial standards. 
1< • 

Certainly this kind of conditioning makes for 

c~nventionality, but Freud sugqested that women felt moz:e 
. 

comfo able and secure when they were most conventional and 
, 

confo Peter is unaware that fit is the result ·of 

""-L'<rn·"".itionü;t9 he is criticizing in Clarissa. He is 

only. aware that he would pre fer her to respond more openly. 

Maybe Clarissa could be more lc:!ke Sally Seton, Clarissa's 

f:t:iend, who is quite unconventional and has volunteered the 
~ 

titillating information. What Peter welcomes in Clarissa is 

the ravïshing 1 romantic woman that is capable of 

illuminating the world, who has "some queer power of 
, 

fiddling on one's nerves, turning one's nerves to fiddle-

"string-' (Mrs! D., p. 55).. r This interaction between Petei: 

') 

( 

/ 



G' 

1 

" 

1 

/ 

·0 

, ' 

81 

and Clarissa revolves around the sexual attraction they have 

for one another, that can str~ke them both a$resh years 

Iater when they meet again..... It is part of her mystery fQt' 
t ' 
pete;-, 1 inked to the part of her that is adv~llturous and 

high-spiri ted. He cherishes this spontanei ty even as he 

the prudery. 

is also concerned because the unfeeling, 

convent'onal characteristic in Clarissa is aided and abetted 

position. 12 One of the severest criticisms he 

has, of her is that she fritters her life away in 

inèonsequential tri via and social posturinq. "The obvious 

thing ta say of her was that she was worldly; cared too much 
Il: .... 

for rank and society and qettinq on in the world," (Mrs. D. 

p. 69) and yet for a woman Iike Clarissa, denied an 
.......... ."... .. , -- "-

'education, denied a profession, it is the only role open to 

her. Peter's critical concept of Clarissa is often 

presented as a failure to meet the expectations he has of 

her. Th~ she is cold where he wants her to be 
- ) , 

sympathetic, and superficial where he would pre fer her ta be 

involved. Wi s~a~1 see how far his impression reflects the 

reality, but for the moment we ~ust note that Peter's image 

of Clarissa is in fact a reflection of his own desire. He 

has a need for an object that will nurture and sustain him, 
) 

that will provide same stimulus of excitement and danger, 

and that will allow him ta exercise complete mastery aver 
\,,1> 

the abject. AS always, with any individual's expectat, 
1 ~ 

Q 1 
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ï, " 
of a love object, the possibility ohatisfaction is very 

limited -due to the wide-ranging and often contt-adictory 

nature of the expectations. Peter has his own limitations 
i 

which include. an inability to perceive of himself as an 

other, ta appreciate Clarissa 1 s expectations of him. His 

own con~ept of self remains limited to a desire for the 
, 

world around him to mirror his own needs. 

Onè of the ironies of the book is that while Peter feels 

that Clarissa gives parties to enhance tJ:le success of her 

husban~ in poli tics, other people see her as a hindrance to 

Richard Dalloway's career, . Lady Bruton; passionately 

-------involved in poli tics, but with little individual influence, 

sees C1arissa as one of the women who "often qot in their 

husband's ways, prevented them fro~ acceptinq posts abroad, 

and had - to 1 be taken "to the seaside in the middle of the 

session to recover from influenza", (Krs. D~, p. 95). This 

~ cri ticism may ~e1_l' be correct. Clarissa may not be very 

interested in her - husband' s career , ~n,d confuses his 
-

interests, whet?er they are over Alb::lnians or Armenians. 

However, Lady Bruton' s perception is coloured by her own 

po1itica1 aspiration~ and her wish to possess more influence 

" in th:i:s area. 

Sally seton, an old friend of Clarissa's, finds her--for . ' 

aIl her charm--at heart a snob. Clarissa has never.visitéd~ 

ber old friend now living in Manchester with her'" self-made 

mil1ionaire. She may weI-~ be a snob, but Sally also 

< 
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eXhibits a similar soc~al bias as she talks of her hus\and. 

·Clarissa th0Y9ht she had ... ~ried beneath her, her husknd 

beinq--she was proud of it--a miner' sv son" (Krs. P" p. 
(' 

168). Again, the individual, in 'assessinq another's opinion 

of herself reveals, unconsciously, the self-image ~hey hold 

of themselves, and this opinion~ within the confines of the 

novel, is z:eadily apparent to the reader. " 
~~ "'~r/""""""'-' 

Miss Kilman's concépt of Clarissa is totally negative, 

She despised Mrs. Dalloway from the bottom 
of her heart. She was not serious. She was 
not good. Her life was a tissue o'f vanity 
and deceit' (Mrs. p., p. 1:14). 

Miss Kilman is principally reacting against the luxury and 
. 

beauty that wealth has bestowed on the lives of the 

Dalloways . Aqain, the judgement arises out o~ the 
( 

frustrated oesire for such thinqs experienc~d by Miss 

Kilman, and reflects her own projected cravinqs. "One's 

understanding of other people is sh~ped by one's own ima~es. 
The perceived other is" actttally, at le.ast in part, a 

projection. H13 " Such perception is not I1ecessarily always> 
1 

'neqati vê. Often the percei ved other answers the needs of 

the indiyidual very weIl. Thus, for her maid Lucy, Mrs 1 

Oalloway~answers aIl a servant might desire in her emp1oyer, 
) 

~ '~ 
her mistress~ was loveliest--mistress of 
silver, of linen, of china, for the sun, the 
silver, doors off ~heir hinges, 
Rumpelmeyer's men, gave her a sense, • • ,/ 
of somethinq achieved (Kra. D., p. 35). 

, 
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.. 
vicariously, Lucy experiendes the wealth, the beauty and the 

, 
feeling of importance in her life. 

If the concepts other people have of Clarissa are in 

fact so subj ecti ve and coloured by their own needs and 

frustrations, how do they attsi,st the definition of the 

individual who makes up Clarissa Dalloway? Clarissa is a' 
"(. 

mature woman, who has made her decisions in life and formed 

l}er character. The novel is not concerned wi th her 

development as su ch . What the novel does explore is the 
" 

nature of other people's perceptions of Clarissa, her' 

percep'tion of herseIf, and her res~onse to the perceptions 

she is aware other people have of her. While she i8 in many 

ways a composite, the sum of the reductive images of other 

people, 8he is shown tb possess an underlying uni ty that 

reveais the inadequacies of the j udgmerls made by others. 

Clarissa knows that her essence, her centre, per psyche i8 

something she possesses in, spite of the i~compatible and 

disparate traits of her personal i ty. 

--despite the amblguities of her personality 
and the various images refle.cted to her by 
ot'irers. Whenever she wishes, she can summon 
to the mirror her dépendable and familiar 

- imacje, he~ pointed, dart-like face. - For she 
remains certain of a fundamental ldenti ty 
beneath aIl hér masks. 14 

If in the mirror Clarissa finds and creates a social 

mask, i.t conceals a fundamental identity that remains a 
) ~ , -

pri'\(ate self that, while it -is revealed, ta the reader, ie· -

1 
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. ,n enigma to those around her. Clarissa' s essence remains 
'" unknowable even to those closest to her •. Tpis private self 

is marked by isolation and withdrawal from other people, a 

tendency Peter had noted, wh en Clarissa was offended by the 

discussion of the il1eqitimaté child. "Then Clarissa, still 

,.'l'with the air of being offended with them ~ll qot up, made 

some excuse, and w~nt off alone" (Krs. Dt / p. 54). It ia' al 
~ , 

gesture and ~esponse that we are familiar with as it marked 
\. -

Rachel vinrace's limitations. Clarissa herself is '4lware of 

her tendency to. withdraw# which she symbolizes for he~~lf , 

as, "she had gone up' into the Itower atone and left them 
) , 

blackberrying i~ ~the sun. The door had shut Il (Krs. p., p. 

43) • There is a measure of regret that the 'narcis§'istic 

private self entails lisolation and withdrawal, bu~ there is 
" 

also an acceptance that self-sufficiency is necessary and 

salutary.15 

Clarissa',s private self is most clearly Fevealed in 
\ 1 

tr~nquil moments when, in characteristic Woolfian sty1e<,<-.a. 
1 

~hythmical movement has induced a trance-1ike state. ,.lewin; 

her evening dress, 
~ , 

Quiet descended on her • • • So on a 
summer' s day waves co1.1ect, o~erbalance, and 
fall; collect and fall; and the whole world 
seems "to be sayinq 'that ls aIl' more and 
more ponderous1y, unti1 even the heart in 
,the body Which 1i'es in the sun on the beach 
says too,~ that is aIl. Fear no more, says 
the heart. Fear no JUore, s'ays th~ heart, 
committinq its burden ta some sea, which 
siqhs co1lectilVe1y' ~or aIl sorrows', and 

1 
, 1 

'1 
l' 

, 

~ 1 

1 
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renews, begins, collects, lets fall (Mrs. 
,I;L,., p. 36-37). /-.,' r' 

This moment, with its soothing, hypnotic lyricism links back 

• <-
to t~ moments Rachel Vl.nrace experienced and parallel the 

,1 

desire to resist involvement in life and retire to the 

watery world of the subconscious and eventual death. "'That 

is aIl' signaIs the passive surrender of the self to the 
\ 

general sea." 16 We traced the Freudian concept of this' 

feeling to arise from retained primary narcissism, the state 
, 

where the undeveloped }Jsyche found aIl its desires satisfied .' 

in its experience of itself. We noted how women have'y 

tendency to retain much of their original narcissism, and it 

provides a compensation for the trauma qf thé castration 

complexe In Clarissa' s trance we can trace the elimination 

of tens~on, that primary need of any organism to revert to ~ 

state of quiescence, in the small phrase, "Fea"r no more." 

To overcome the struggles and tensions of life, or maybe' to 
': 

abdicat.e from such struggles, is to achieve that longed-for 

state of quiescence. Rachel found her ul timate peace in 

, death, and Clarissa has similar tendencies. Her moment of 

ultimate peace in the trance-like s~ate has its parallel in 

a moment when she was a young girl. Coming down the stairs 

at Bourton to meet Sally Seton she was aware of Othello's 

feeling, "If, it were now to die 'twere now to be most happy" 

(Mrs.~, p. 32). Othello had achieved such satisfaction of 

• ..,l. •• 

the desl.res of hlS l.d that at such a moment a psyche almost 
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ceases to existe Il: has reverted back to thl3 period of 

primary narcissism before the individual has separated 

himself from his environment and does not exist a~\ a 

do the death instinc'ts separa te entity. To such a goal 

propel an individual. However, Lucio Ruotolo notes that in 

this novel, Virginia Woolf presents this kind of existential 

ecstasy without , endorsing ., it as ul timate reality. 

Clarissa' s trance is broken as Peter re-entera her l·ife. 

Ruotolo finds that 

The liturgy plunges her again toward a depth 
that would obliterate consciousness were she 
not uniquely responsi ve ta that surrounding 
pageant of sights and sounds competing for 
her attention. , When the bell rings: . 

;' Clarissa though angered by the intrusion is 
at the same instant "roused" in anticipation 
of whatever experience is to come. 17 

Unlike Rachel Vinrace, the trances that Clarissa experiences 

soothe but do not seduce. Her nature while recognizing the 

attraction of the primary narcissistic state nevertheless i5 

active in her relations to other people. Indeed, Clarissa's 

attraction towards the narcissistic state can be seen to 

aris. out of a damaged sense of self and to be "unconscious 

attempts to resist the devastating demands of an 

impoverished self-esteem." 18 

'" In thinking of herself Clarissa comments, "Oh if she 

could have had ",her life over again! ." • . could have looked 

even differently, Il and she goes on to imagine how she would 

have 1iked' to have looktad. 

fi' 

1 
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She woul~ have been, in the first place,! 
dàrJt like Lady BexbOrough, with skin of­
crumpled leather and beautiful eyes. She 
would have been, like Lady Bexborough, siow 
and stately; rather large, interested in 
politics like a man; with a ç::ountry house; 
very dignified, very sincere' (Mrs. D., p. 
11) • 

~ 

1 
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Therh is in,these~usings the usual marks of the castration 

complex; a sense of 'oneself as something that i •• looked at, 

'. and an over-appreciation of masculinity. If she had looked 

differently she would have fel t better about herself. 

Speci:t;ically, if ~e 
;. 

had looked more mascul ine, that is, 

stat~~t., large, possessing weal th, dignified, sincere, she . 
1 

wou~4 have felt better about herself. These traits are 'not 

necessar ily, masculine, but they are among the traits that 

have been appropriated by the masculine sexe Clarissa 

de fers to the patriarchaJ,. order at this point:-, both by the 

way she stresses the importance to women of conventional 

beauty, the stress on external appearance, and the way she 
L-' 

endors es the masculine concept of what is important. Her 

own external appea rance in no w"ay approximates her 

pre f er:ence . She has been described in bird-like terms, "a 

touch of the bird about her, of the jay, blue-green, light, 

vivacious" (Mrs. D. , p. 5) • Clarissa reveals her own 

internalized concept of what is admirable, and as it 

diverges from what she knows herself to be, so the 

destructive effect of the cast:ration complex can be 

'" inferred. -'1. 

.... 
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This is further revealed by Clarissa's pronounced desire 

to please and to create a positive opinion of herself in 

other people's minds. t 

/1 

How much she wanted i t--that people should 
.he pleased when she came in Much 
rather would she have been one of those 
people like Richard who did things for 
themselves, whereas, she thou9ht, waiting to 
cross, half the time she dl:d things not 
simply, not for themselves, but to make 
people think·this or that (Mrs. D., p. Il). 

In the novel it is the male characters who do things merely 

to please themsel ves. Action is limited ta the masculine 

arena. E~en Lady Brut~, in~erested in palitics, possessed 

of wealth and influence has te, rely on the men she knows to 
1 

help draft a letter of her concerns te the Times. Even 
~ 

Sally Seton, the unconventional heroine,of Clarissa's youth, 

bows to conformi ty and is raising five 
.j 
l' 

enormous boys in 

~ Manchester. The ~mphasis fleems a little too marked, and yet 
\ 

this was 'the ~eality of Yirginia Woolf's youth. Her effort 
-

to convey the stifling effect of su ch a social situation may 

seem overdrawn in the latter part of the twentieth century, 

but Clarissa's desire to please is still famfliar. 

Freud noted that it was the successful internalization 

of the law of the Father that led a child to cgncentrate on 

pleasing those around him. The ~ore successfully the law is 
\ ' 

internalized, the more strictly the superego behaves towards 

the id, and the more conforming the individual becomes. 19 

As we have seen women, due to the effect of the castration 

'.' : 
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comple~, tend to internalize a society's code fairly 

completely. Clarissa reveals this aspect of the castration 

complex in her social relationships, as she also reveals' the 

characteristic feminine need to be th~ object of loving 

approval. "Nor does their need lie in the direction of 

loving, but of being loved. ,,20 The combinat ion of 

castration complex and a severe superego resul ts 'in the 

typicai feminine behaviour pattern that makes Peter .. so 

criticai of the \iay Clarissa spends her time; "that network 

of visiting, leaving cards, being kind to people; running 

about with bunches of flowers, little presents; so-and-so 

now going to France--must have an air cushion" (Mrs. D., p. 

70). Peter ascribes to her genuinely aitruistic feelings, 

but Clarissa herself is always aware that this is a 

conscious effort rather than instinctive behaviour. "Thank 

you, she went on saying in gratitude to her servants', 

w generally for helping her to 'be like this, to be what she 

wanted, gentIe, generous-hearted" (Mrs. D., p. 36). 

Clarissa is perceptive enough to know that she projects an 

im3ge of herself that is artificial. It corresponds to an 
/' " 

ideal she h~s of what she 'wouid like to be, 'generous-
• 0, 

hearted,' and which c1rcumstart4es enable her to ~uccessfully 

creat.e. 

Clarissa, then, projects a social mask that conceâls 

both an attraction for the self-sufficient Qosition of 

primary narcissism and a str(;mg need for other people tQ 
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approve of her and love her. She recogn1zes these opposing 

tendencies beneath her mask for she has looked in the 

mirrors that other people present ta '11er and has recognized 

these two characteristlcs. Clarissa is acutely sensitive to 

the ide a of herself as a perceived other. The human àbility 
"!. 

to imaginatively stand outside of one's self and see oneself 

as another person sees one has formed C:àrissa' s sense of 

self. In' particular, the two men that she is closest to 

contributed tJher narcissism and her need to be loved. 

In her youth, Clar{ssa rejected the passionate P~ter ln 

favour of the more reticent Richard. By sa doing she in 

some way represses the side of her character that is 
1. 

associated wi th spontaneity and sexual freedom--Ifshe 

forfeited romantic sensitivity for companionate love. ,,21 

The type of relationship she had had w.i th Peter is stil). 

possible twenty years later when she meets Peter again after 

a long absence, and their passion is reawakened. There ls 

"the brandishing of silver-flashing plumes like pampas grass 

in a tropic gale in her breast." However, Clarissa decided 

not to marry Peter and she is aware that she has closed 

h~rself to a part of human experience forever. 

If l had married him, this gaiety would have 
been mine aIl day! 

It was aIl over for her. Thp sheet was 
stretched and the bed narrow. She had gone 
up into the tower alone and left them 
blackberrying in the sun.) The door had shut 
(Mrs. D., p. 43}. ~ . 

,/ 
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with Peter blackberryinq was possible, and having rejected it 

she has embraced the ~~rrqw bed, the virginal state. 
-;. '"," 

However, "the sexual ifp~ication~ "of 'her wi thdrawal to the 
~'~ \ t 

- '-' âttic are complex. n22 ' with Peter .she could respond to her 

sexual nature, naturally,' happily ~, 
~ ~/ 

So before a battle begins, th~ horses paw 
the" ground; toss their heads; ,the light 
shines on their flanks; their necks curie. 
So Peter Walsh and Clarissa, sitting side by 
side on the blue sofa challenged each ather 
(Mrs . D., p. 41). 

However, Clar issa chose to deny hersel f union wi th Peter, 

1 and it is as if haviI?g r~sponded sexually to Peter and 
-

having sent him- away, she never attains that kind of 
\ 

spontanei ty aga in . She kI10ws she is a less than perfect 

companion ta th~ husband she chose. 

, , 

.~ 

Thr~h some contraction of th:LS cold 
spirit, she failed him. And then in 
constantinople, and again and again. she 
cou;td sEté what she lacked. It was not 
beauty. It was ~ mind. It was something 
cent~al which permeated: something warm that 
brok~ up su~;4ces and rippled the cold 
contact of maf~ and waman (Mrs. D., pp. 27-
30) • -

What Clarissa appears to be aware of is an inadequacy, a 

failure ta .me et ,her husband's needs, seen as a request for 

her to be the catalyst, "to break up surfaces, " lita 

permeate," to be the means whereby what is' separate comes 

into contact and mingles • Whether this is a sexual 

inadequacy is not clear, though the imagery suggests it 

/ 

-
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miqht weIl be. The imagery sU9gests that if the contactr 
. il 

between man and woman iB cold, it, is the woman who possesses 
\ 

the ability to ignite -the spark, through a generosity of l 

sexual response, a prodigality of being. It is evident that 

with Richard, Clarissa sees herself as failing to be the 

other that Richard desires. She can clearly perce ive what 

kind of response Richard is seeking but she cannot respond 

in such a way hersel f . She can respond in many other ways 

and feel successful as social hostess and mother, but with 

Richard that spontaneous sexual response is 'lacking, ae::j'it 

appears it was only possible with Peter. 

Although Clarissa is often considered to be frigid and ' 

Iacking in sexual responsiveness, and appears to admit to 

such a possibilit~ in her relationship with her husband, she 

is not unfamiliar with sexual experience. 
J 

She did undoubtedly then feel what men felt. 
Only for a moment; but it was Émough. It 
was a sudden revelation, a tinge like a 
blush which one tried,to check and then, as 
it spread, one yielded to its expansion, and 
rushed to the furthest verge and there 
'quivered &pd feit the world come closer, 
swoiien with some astonish'ing significance, 
some pressure of rapture, which split its 
thin skin and gushed and poured wi th an 
extraordinary alleviation over the crack& 
and sores. Then for a, moment, she had seen 
an illumination; a match burning in a 
crocus; an inner meaning· almost expressed. 
But the close withdrew; 't.he hard softened. 
It was over--the moment (Mrs. D., p. 30). 
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This passage has often been noted for its explicit sexual 
" 

imagery. It has sometimes been used to suggest a latent 

homosexuality in Clarissa, whieh may have had some basis in 

fact. 23 Hewever 1) i ts main purpose ls to dispel the idea 

that she is unfamiliar wlth passion and the tremendous 

s,ignificance that human beings attach te sexual experience. 

Clarissa herself uses the sensati'ons of sexual interaction 

as metaphors for the deepest, most meaningful aspc .... ts of 
t.' 

human interaction whieh she contrasts wi th her narrow bed 

and her book of IDtlIDoirs, and she is presented as conseious 

of the consequences of the choices s~ has made in her life. 
/ 

In her objective view of hersel , Clarissa is revealed 

~s a deeply divided individual. She has chosen to deny and 

repress her sexual libido with Peter and cannot rediseover 

it with Richard. She is seen to be a disunified individual 

who seeks love and the approval of others as a recompense 

for a self-image that is flawed and damaged. Clarissa 

Dalloway might weIl be an individual whose compensatory 

mechanism results in a very unpleasant character. However, 

as we observed earlier, to read t:tiis novel is to come te 

admire th~ bird-like, diminutive figure of Mrs. Dalloway. 

This 'comes about mainly, l believe, because Clarissa' s 

limitations are shown to result from her resistance to 

coercion in any forme As one eritic has deseribed her, she 

is an existential rebel. 24 ,,1 

.",'.1' 
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We have seen that h~an relç.tyionships often contain 

elements of aggression, of the will to mastery of the 

de'sired object. Clarissa' s most endearing trait is her 

.instinctive rejection of this ,,,ill ,to mastery, which is 

presented on three levels; individual, institutional and 

religious. ' 

In her own life, the main threat of the will to mastery 

came through her love-affair wi th Peter Walsh. 25 Even 

though this encounter afforded Clarissa a satisfying sexual 

rel~tionship, Clarissa is struck time and again by Peter's 

desire to totally dominate her, "with Peter everything had 

ta he shared; everything gone into. And it was intolerable" 

CMrs. D., p. 9). In the text i t is MOSt expLici tly 

presented through Petër's unconscious and aggressive way of 

playing wi th his pocket knife, of holding i t clenched and 

open when h~ is feeling particularly threatened. 26 Peter's 

~ggressiveness was brought home to her Most clearly after a 

tender moment when her friend Sally kissed her and Peter 

interrupted the scene. "It was like running one's face, 

against a granite wall in the darkness! It was shocking; it 

was horrible!" (Mrs. D., p. 33). In a moment's revelation 

Clarissa became aware of Peter' s "hostil i ty; his j ealousy ; 
1 

hJs determination to break into their companionship," and 

his nesd to entirely' lominate her existence. To try to 

exist wi thin the confines of su ch a relationship became 

illfossible for Clarissa, while to deny her love for Peter 

) 

1 

, , 
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had other consequences. If Clarissa is cold and unable to 

respond sexually to other people, including her husband, the 

cause may lie in this e~rly association of the will to 

mastery with her experience of being a sexual love object. 

Clarissa' s coldness may a;tso be a survival 
strategy, a salutary egotism calculated to 
preserve her own carefully guarded 
psychological space. 27 ~ 

Certainly her choice ~f Ri?hard as a husband has its 

root in her resistance to Peter's wish to dominate her. 

For in marriage a little licence, a little 
independence there must be between people 
living together day in and day out,Ain the 
same house; which R~chard gave her"'d she 
gave him (Mrs. D., p. 9). 

Blanche Gelfant notes that in this novel, "love implies an 

attitude of allowance; letting others bei recognizing in 

them the inviolable private self. ,,28 This implies that aIl 

human beings require a certain amount of private space and a 

respite from intimacy. However, not everyone views the ~ext 

in this light. Another critic finds that Clarissa'is "a 
, } 

1 

woman who avoids closeness and fears il1timacy," and needs a 

marriage "in which there will be considerable emotional and 

sexual difference. ,,29 Clarissa certainly is, aware that her 

relationship with her husband is cool and lacking in 

passion. She expresses her regret of this situation when 
. 

she alludes to what she lost when she rejected Peter. 

However, with~n the limits of the novel that choice hinges 
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on her rejection of Peter's aggressive dominance \nd her 

alliance with the need for tolerance, forbearance and some 

measure of independence. 

The novel further explores the horrors of the will to 

mastery within social institutions as personified by sir 

William Bradshaw. 

Conversion . . • a destructive force, always 
indicating coercion. It is symbolized in 
the novel as an iron Goddess whose 
worshippers identify themselves by their 
desire for power. The followers of 
conversion seek out people they can 
dominate, the weak, or' sick, or 
disenfranchised They appear as the 
helpers, the phi lanthropists, scientists and 
evangelists who know what is good for 
others. 30 

,> 

Sir Bradshaw is the doctor who seeS o~ses of mental 

imbalance. He deals with mental illness as thOUgh it were a 

de fect in the social condi tioning his patients have 

undergone, and that can be perfected with solitude and reste 

The pages devoted. to a description. of Sir Will iam and the 

tyrannical goddess Conversion are the only pages of the 

novel where a histrionic note can he detected. 31 Certainly, 

Sir William's veiled threats of physical coercion against 

his patients sound a very distasteful note, 

Sir William had a friend in Surrey where 
they taught, what Sir William frankly 
admitted was a difficul t art--a sense of 
proportion. There were, moreover, family 
affection; honouri courage; and a brilliant 
career. AlI these had in sir William a 
resolute champion. If they failed, he had 
tOr support him police" and the good of 

>. 
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society, whieh, he rema~rked very quietly 
would take care, down in Surrey, that the~ 
unsocial impulses • .' • vere held in control 
(Nrs. Dl;;~p. 91). 
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Virginia Woolf herself, we know, suffered at the Ijands of 

doctors and in institutions. 32 It is a measure of the 

difficulties of mental illness that treatment is still very 

inadequate and often seems barbaric. HO"fever, the 

presentation of Sir william Bradstiaw is mainly concerned 

wi th exposing that element in' society that tends towards 

institutionalization and 'conformity at the expense of the 

individual. 33 
. ,,./ 

septimus smith is the young, shell-shocked 

veteran of the First World War who, as a result of his war 

experiences, is eut off from the social world, except for a 

tenuous link through'his wife. Ultimately, septimus commits 

suicide rather than submi t to the coercion of his doctors. 

Septimus is actually no threat to the people around him and 

'" there is a sense that given time he may resolve his 

delusions. However, the social order dictates that SllCh 

individuals be incareerated. 
1 

Unable to conform, society , 

imposes its own will upon such people. The results of such 

coercion by another' s will is presenteà through the example 

of Lady Bradshaw. 34 

Fi fteen years ago she had gone under.' It 
was nothing you could put your finger on; 
there had been no scene, no snap; only the 
slow sinking, water-Iogged, of her will into 
his (Nrs'. D., p. 90). " 

.~ 
f 
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Clarissa intuits the immense will to mastery of Sir 

Bradshaw, and when she hears how his patient Septimus has 

committed suicide she can imaginatively comprehend its 

necessity for Septimus. "Life: is made intolerable: they 

make life intolerable, men like that • . . capable of some 

indescribable outrag~--forcing your soul" (Mrs. D., pp. 163-

164).35 Like the existential hero of Camus' The Plague, the 

situatlon has created a demand to which Septimus -15 

compelled to respond. His suicide in the face of coercion 

endorses the human need for an individual, personal vision 

of_ life. Septimus makes a moral choice between submission 

before the coercive power of another and his individual 

will. Like Clarissa he rejects the will ta mastery, even 

though he dies in the process. 

Herbert Mardar finds the cJlebration of Septimus' 

suicide in the book ta be very problematic. He feels that 

the ethical and sociological implications of Septimus' 

suicide have been ignored, and that Clarissa's acceptance of 

death-is-life is purely symbolic and that she ignores the 

human tragedy that is implied here. 
" 

However, Mr. Mardar 

himself acknowl-edges that Septimus' madness is the direct 

resul t of that most obvious consequence of the will to 

dominance, war. 

A~; a delayed casual ty of World War l, 
Septimus reminds us of a crisis that goes 
beyond hi~ own personal breakdown. His case 
reveals a far-reaching social disorder and 
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presents the narrator's indictment against 
established authority.36 

100 

It is only as a reaction against established authority that 

Septimus' suicide makes sense. At the point in time when he 

kill§ himself, he was in fact beginning to make a 

recovery.37 It begins wlth a moment of tranquility with his 

wife Rezia and the act of éreation in making Mrs. Peters' 

hat. 

Miracles, revelations, agonies, loneliness, 
falling through the sea, down, down into the 
flames, aIl were burnt out, for he had a 
sense, as he watched Rezia trimming the 
straw hat for Mrs. Peters, of ~ coverlet of 
flowers. 'It's too small for Mrs. Peters,' 
said Septimus. For the first time for days 
he was speaking as he used to do! (Mrs. D., 
p. 127). 

Margaret Blanchard comments on this passage, 

i t is important to note here that hE! cures 
himself, that his suicide ls presented as 
choice, not sick impulse. Once he is cured, 
he does not want to die, life is goodl. But 
he chooses death because there is an 
inviolable part of himself that must be 
preserved if survival ls to be meaninqful. 38 

Into the intimacy wi th his wi fe Rez ia, Dr. Holmes forces his 

way. Dr. Holmes has forced his way through to septimus 
) 

before, in his ch:lracteristic way of physically laying 11is 

hands on Rezia as she bars the door. "My dear lady, allow 

Holmes said 1 putting her as ide (Hoîmes was a 

powerfully built man)" (Mrs. D., p. 132). Into this Iast 

scene, the hypocrisy of the polite language and the enormity 
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of the use of force are allied, for Septimus, to his whole 

experience of the madness of the will to mastery as he 

experienced it in warD As he comments preparing to jump, 

"it was their idea of tragedy, not his or Rezia's (for she 

was with him) Il (Mrs. O., p. 132). The personal choice to 

commit suicide certainly has social implications. Mr. 

Mardar forgets that above aIl, suicide is not necessari1y a 

coward1y denial of responsibility, but is often a biting 

condemnation of the social system we endure. 

The third category of the vTill to mastery that is dealt 

with in the novel is offered through Miss Kilman and her 

religious beliefs. Miss Kilman presents a striking portrait 

of the coercive power of the church in individual lives, and 

particularly in the lives of women. Doris Kilman is another 

individual like Mabel Waring in "The New Dress," who suffers 

from a severely restricted and deforrne~ sense of self, again 

bound up \.,i th an emphasis on external appearances. "Ugly, 

clumsy, Clarissa Dalloway had laughed at her for being that; 

and had revived the fleshly desires, for she minded looking 

as she did beside Clarissa. Il Doris Kilman' s sense of self 

began wi th this indigni ty--IIthe i;;fl iction of her unlovable 

body, which people could not bear to see" (Mrs. O., p. 115). 

The results of the castration complex can be disastrous. If 

a woman fails to identify with her mother and assume the 

feminine position, and if she finds it impossible to reject 

identification with her father and the masculine role, she 
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can come into a position where she hates her defective body 

and becomes a perversion created by paternalism. 39 In such 

a position the superego becomes too dominant and constantly 

seeks to punish the id for its deficiencies, for the fact 

that it is not male. Such a woman hates herself for being 

the wrong sex and uses every incident to underline her 

percei ved inadequacies. Thus Doris Kilman is hostile to 

everything she encounters and everything feeds her self­

hate: 'English society because she has German origins, rich 

people because she is poor, attractive people because she is 

plain. Doris Kilman illustrates hoVl narcissism is su ch a 

useful compensatory mechanism for \"omen \"ho must shore up a 

damaged sense of self. 40 Rer portrait also reveals now the 

Anglican church endorses the role of women in society. 

Beset by turbulent and painful feelings of rejection, aIl 

the Rev. Edward Whittaker can do to assist her is to repeat 

the platitudes of his organization: knowledge comes through 

sUffering, have faith in God--he understands. Christianity 

has always taught women to suppress their needs, and its 

link to patriarchal Western society is felt most strongly in 

the glorification of the non-sexual mother of Christ. 41 

Thj s image has endorsed the spI i t between the concept of 

whore and mother tound in Western society. However if 

Christianity confirms Doris' concept of herself, it also 

provides her with a means of despising the people around 

her, of endorsing her own will to dominate and providing lia 
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channel for her fanaticism. ,,42 The Chri~tian concepts 

uphold her poverty and her self-debasement, but they provide 
, 

basis for her contempt of the rich woman and social 

hostess, Clarissa Dalioway. As such, organized religion 

merely feeds the monstrous desire to dominate that Doris 

Kilman possesses. 43 

Turning her large gooseberry-coloured eyes 
upon Clarissa . . . Miss Kilman feIt, Fool! 
simpleton! You who have known neither 
sorrow or pleasure; who have trifled your 
life away! And there rose in her an 
overmastering desire to overcome her; to 
unmask her. If she could have felled her it 
would have eased her • . . If she could make 
her weep;. could ruin her; humiliate her; 
bring her to her knees crying,"you are 
right" (Mrs. D., p. 111). 

within a woman such will to mastery is often frustrated due 
f, 

to her limited position in society, ~:and her physical 

weakness. Where such egotism in a man such as Sir william 

Bradshaw is chilling due to his ability to actually enforce 

his will, in Doris Kilman we see the result of the 

frustration of such will te mastery. They are equally as 

unattractive. Even in womèÎ1 who through the castration 

complex learn to repress their desires in favour of the will 

of others, the will to mastery can be as compelling as in 

men. Either way the need to dominate Qthers, in both men 
. ) 

and women, threatens the well-be1ng of t~ose possessed by it 
/ 

and the autonomy of those around 
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In Clarissa 1 s life she has created other possibilities 

by which men and women can live together in harmony. In her 

marriage she has chosen a partner who is willing to let her 

alone, to let her have some space. We have seen that 

Clarïssa cherished a sense of independence but was troubled 

by an awareness that in some ways, because of this need, she 

failed her husband. Richard himself, crossing London on his 

way back ta his wife, is only aware that he loves her, and 

that nit was a miracle that he should have rnarried Clarissa; 

a miracle--his life had been a miracle" (Mrs. D., p. 103). 

Seated next to her on the sofa, he holds her hand. 

U'Happiness is this, is this', he thought" (Nrs. D., p. 

106). Richard and Clarissa have been able ta live together 

for twenty years. It is a rnarriage that in some ways 

originated with Clarissa's love for sally Seton, for it was 

Sally who f irst showed her what a disinterested love could 

be. 

The strange thing, looking back, was the 
purity, the integrity, of her feeling for 
Sally. It was not like one/s feeling for a 
man. It was cornpletely disinterested, and 
besides, it had a quality which could only 
exist between wornen, between wornen just, 
grown up. It was protective, on her side; 
sprang frorn a sense of being in league 
together, a presentiment of something that 
was bound to part them (they spoke of' 
marriage always as a catastrophe) (Mrs. O., 
p. 32). 

The nature of the love between Clarissa and. Sally has 

aroused a great deal of interest, and has often been assumed 
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to be a latent form of 

so, or it may reflect the bisexual tendency found in most 

individuals, or it may be a reflection of the fact pointed 

out by Virginia Woolf that literature di;!- not at that time 

possess many examples of wGtmen enjoyin~ and relating to 

other women. Virginia Woolf points out that in literature 

"almost without exception ('toJomen) are shmm in their 

relation to men," (Roorn, p. 79) and bound by the economic 

basis of that dependence. As a resul t women have always 

seen each other as rivaIs and reacted towards each other as 

rivaIs, even while their relationship to men was distorted 

by the implications of economical dependence. Clarissa and 

Sally discover a mutual admira~ion that has as its basis a 
1/ 

freedom from the will to mastery. 

In contrast to detachment, disinterest 
presumes a passion for the thing in itself 
and the capability (Keats termed it a 
'negative' virtue) of allowing what is other 
to remain so--to connect without imposing. 45 

There is no urgent desire that the one can gratify for the 

other, but there is a delight in the presence of the other, 

"impossible in the relationship to a man. ,,46 

fragile and temporary relationship for it exists during the 

summer in whieh Clarissa made her marriage choiee, and 
. 

marriage did part them. It parted them beeallse each in 

their own way conformed to the reality of the society around 

them, - and made marriage and motherhood the aims of their 
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lives. However, it was certainly a formative relationship 

in that it made Clarissa aware of the possibilities of 

disinterested love. 

up to this point th~ main concerns of the text have been 

shown to be, a critical appraisal of the coercive nature of 

human society and a sympathetic presentation of one woman's 

resistance to such domineering forces. The novel explores 

both her concessions and her gains in such a- ~:my as to 

present a balance in Clarissa of 'ihat is repressed and what 

is developed. Clarissa may be shown to be a limited 

individual, but the social reality of her position, and her 

personal experience both expose the patriarchal order and 

endorse the rights of the individual. 

Finally, Mrs. Dalloway is on~ of virginia Woolf's most 

finely crafted novels. James Naremore points to the 

importance of form in this novel when he sees it as "a view 

of life which is confirmed by the tale and the whole manner 

of telling it.,,47 Virginia Woolf was very much aware of the 

strong feeling of form that the book seemed to impose on 

her. "The design is so queer and so masterful. l'm always 

having to wrench my substance, ',to fit it. The design is 

certainly original and iIlterests me hugely" (Diary, p. 64). 

Yet she was equally aware that the style, with ibs freedom 
Co 

of expression, allowed her to include aIl those things that 

interested her. "1 feel as if 1 had loosed the bonds pretty 
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comp1etely and could pour everything in" (Diary, p. 68). 'ln 

the short stories we saw that she had deve10ped a loose, 

meditative style of narrative to present conscious 

.experience, but that it t'las contained and given shape and 

meaning by the form that structured it. Art provided the 

means whereby the sUbjective experience of the individua1 

cou1d be objectified and eva1uated, as the mirror allowed 

the individual to objectif y and eva1uate herself. In Mrs. 

Dalloway, there is a consistent and diverse use of form 

which is so rnulti-leveled as to be too extensive to be 

completely examined by this paper. Therefore, l will limit 

myse1f to an assessment of the use of the sound of the 

clock, the relationship between the images of rising and 

falling, the resolution of both linear and circular forms, 

and the way in'which C1arissa is linked to Septimus and how 

he becomes a reflective surface for her concern with death. 

In the novel the most obvious aspect of form is the 

artificial division ofitbe text into blocks of time, ·through .... 

the sound of the clock. The clock measures and portions out 

the ongoing flow of time, and regulates and defines it. By 

means of clocks and the~ regulation of time human society 

runs in an orderly fashion, like clockwork. As Freud 

remarked, "The benefits of order are incontestable: it 

enables us to use space and ti~e to the best advantage, 

while saving expenditure of mental energy. ,,48 Through the 

regulation of time appointments can be made and connections 

1 



108 

anticipateq. The G':locks of London and of Big Ben in 

particular provide a framework for the day in June that the 

novel examines. Big Ben is present as the story opens and 

C1arissa steps out of her house ear1y in the morning. It 

recurs at various moments through the day. Apart from 

providing a background of order1y progression, that 

constitutes one of the reference p~ints of the novel, the 

sound of the c10ck is often used as a device whereby the 

narrative leaves the consciousness of one individual to 

enter another who is likewise hearing the same sound. 49 It 

therefore stands as a 1inking device that reinfor~he 
, 

sense of a common background to human exp0rience. 'It i9 

a1so 1inked to the sense that time is finite and ends 

irrevocab1y in death for human beings. 

As C1arissa waits at the curb she anticipates the sound 

of the clock. There is lia particu1ar hush an 

indescribable pause" before the actua1 sound of the be11, 

"First a warning, musical, then the hour irrevocab1e. . The 

1eaden circ1es dissolved in the air" (Mrs. D., p. 6). 

Howard Harper perceptive1y comments on this passage, 

The warning i5 musical, an anticipation of 
the hours, a perception of time as future, 
as promise . . . But the promise is a1so a 
warning. It is fo11owed by the hour 
irrevocab1e. The moment is solemn because 
it contains its own negation • . • Big Ben 
fina11y announces the 10ss of moments, in 
the irrevocable confirmation of death. But 
this too has its negation; the narrow prison 
of death dissolves in the air, in the 

" 
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ambience of life itself, which is 
timeless. 50 
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Clarissa -,is certainly aware of time as future, as promise. 

"She was not old yet. She had just broken into her fifty-

second year. Months and months of it were still untouched. 

June, July, August Il (Mrs. D., p. 34). However, ironically 

she is an; individual who. is actually associated with the 

approach ~ death. 51 She has a heart which has been 

weakened by influenza and 0': in the mind of her closest 

friend, is foreseen falling de ad as she stands in her 

drawing room (Mrs. D., pp. 6, 46). Also, -the contemplation 

of death is often present in Clarissa 's mind. However y 

Harper is quite~right when he notes that death and time find 

their own negation in the sound of the hour as i t fades 

away. Clarissa, caught by the sound of the clock into a 

moment when she acknowledges death--"an indescribable pause; 
~" 

a suspense (but that might be her heart, affected, they 

said, by influenza) "--is nevertheless immediately reclaimed 

by her love of life. "For Heaven only knows why one loves 

it so, making it up, building it round one, tumbling it, 

creating i t every moment afresh" (Mrs. p-'., p. 6). This' 

\ 

appreciation of life has always, for Clarissa, been the l 
source of her inability to ac~ept death, the total negation 

'-
of the indi vidual. Denied the consolations offered by 

religion, she nevertheless has a theory of the inter-

relatedness of lives. 

1 
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She felt herselt everywhere, not "here, 
here, here; • • • but everywhere. She waved 
her hana" going up Shaftesbury Avenue. She 
was aIl that • • : It ended in a 
transcendental theory which, with her horror 
of death, allowed her to believe • . • that 
since our apparitions, the part of us which 
appears, are so momentary compared with the 
other, the unseen part of us, • the 
unseen might survive, be recovered somehow 
attached to this person or that (Mrs. D., 
pp. 135-136). 
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This theory is supported in the text through the images that 

recur in one mind after another, the shared memories that 

unite Clarissa and Peter, and the common background of human 

experience that is woven into the texte 

Such a common background is illustrated by the way the 

sound of the clock, the temporal environment, links the 
'-..---

minds of the 'characters. Thus, Richard returning home and 

reliving in his own mind the happiness he has in loving 

. ' 

Clarissa, feels 

'Happiness is this, , he thought. 
'It is this,' he said, as he entered Dean's 
Yard. Big Ben was beginning to strike, 
first the warning musical; then the hour 
irrevocable. .Lunch parties "Waste the entire 
afternoon, he thought, approaching his door 
(Mrs. D., p. 104) . 

The sound of the clock which enters his mind and produces 

the same e~ects that it had in Clarissa's mind, is linked 

through the similarity of the images produced, and the fact 

that Clarissa is actually hearing the same sou~d. "The 

sound cf Big Ben flooded Clarissa's drawing-room, where she 

'. ; 
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sat • • the sound of the bell flooded the room with its 

melancholy wave." However, while the affects of the soun<~ 

l of the bell are the same, and presum~bly came from the 

awareness of the narrator, and form a linking device, the 

autonomy of the indiyidual remains in the contrast of their 

moods, Richard's of ecstasy, Clarissa's of depression. 

The clocks, and Big Ben in particular, have their origin 

in the attempt to define, to regulate and to order human 

experience. They are in that sense associated J'ith the 

coercive, conformist nature of human rationality and the 

patriarchal order. In 'particular the clocks of Harley 

street by, 

Shredding and slicing, .dividing and 
subdividing • • • nibbled at the June day, 
counselled submission, upheld authority, and 
pointed out in chorus the supreme advantages 
of a sense of proportion" (Mrs. O., p. 91). , . 

Their association with the street of doctors and Sir william 

Bradshaw inevitably links them to the will to mastery which, 

as we have seen, is one of the author's aversions. This 

concept reappears later on in the work when Clarissa again 

hears the clock and is impelled by it, "She was forced • 

by that sound, to move, to go" (Mrs. O., p. 113). The 

controlling, authoritative force of r~gulated time imposes , 

its will on individuals, as human culture imposes its 

demands on individuals. Sucq order offers many benefits, as 

Freud suggested; however, we have seen how grievously it 

/ 
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restricts the freedom of the individual. Krs. Dalloway 

again reveals the author's quarrel with the coercive 

elements of human society, but Most interestingly the book 

actually makes use of such limitations, as it portrays human 

experience \'lithin the restrictions of socialization, and 

existing and even being illuminated by them. Richter 

notices this aspect of Woolf's use of form when she defines 

"the shape of Mrs. Woolf's novels (as) an attempt to convey 

the total aspect of man and his consciousness, walled in by 

the influences that control it ... 52 Such an idea can be 

found in the use of another clock in the narrative. 

Here ,the other" clock, the clock 
which always struck two minutes 
after Big Ben, came shuffling in 
with its lap full of odds and ends, 
which it dumped down as if Big Ben 
was aIl very weIl with his majesty 
laying down the law, so solemn, so 
just, but she ~ust remember aIl 
sorts of things beside--Mrs. Masham, 
Ellie Henderson, glasses for ices 
(Mrs. D., p. 1141 . ..... 

The association of this clock with Clarissa is made through 

the small details that the reader knows are Clarissa's 

concerns, the glasses for her party, the neglected 

invitation to Ellie Henderson. The self-defensive style of 

the narrative voice echoes that of Clarissa and the 

association of her with st. Margaret's hëd already been made 

by Peter. 

st. Margaret's like,a hostess who comes into 
her drawing-room on the stroke of the hour 
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and finds her guests assembled there 
already. l am not late • • . the sound of 
st. Margaret' s glides into the recesses of 
the heart and buries itself in ring after 
ring of sound. Like something alive which 
wants to confide itself, ta disperse itself, 
to be, with a tremor of delight, at rest­
like Clarissa hersèlf (Mrs. D., pp. 45-46). 
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Peter unconsciously recognizes in Clarissa two impulses. To 

confide is to reject isolation in favour of openness towards 

others, to be at rest is to return to the oceanic calm and 

independence of the position of primary narcissism. 

Clarissa is divided between her preference for the self-

sufficient position of narcissism 

socially integrated state. The 

and her 

paradox 

yearning fO~ a 

that marks' he\ 

personality is reflected in the use in the work of the 

controlling, divisive yet orderly aspect of regulated time 

and the ongoing, spontaneous aspect of experienced reality 

contained within it. 

J. Hillis Miller has found another two opposing 

movements in the text that ~supplement the sense of 

structure. They occur initially in the first page where 

Clarissa remembers bursting open the French windows at her 

-childhood home of Bourton. "What a lark! What a plunge!" 

If the fall into death is one pole of the 
novel, fulfilled in Septimus' suicidaI 
plunge, the other pole is the rising motion 
of 'Building it up,' of constructive action 
in the moment, fulfilled in Clarissa 
Dalloway's party.53 
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Hillis Miller goes on to suggest of these contrary 

movements: 

These motions are not only opposites, but 
are ambiguously similar. They change places 
bewilderingly, so that down and up, falling 
and rising, death and life, isolation and 
communication, are mirror images of one 
another rather than simply a confrontation 
of negati ve and positive penchants of the 
spirit. 54 

certainly, the movements are interchangeable. While 

falling or sinking is related to Septimus' suicidaI plunge, 

there is aiso another symbolic movement by Clarissa "coming 

down to dinner in a white frock to meet Sally Seton" (~ 

lh., p. 32). Coming down and going cold with excitement due 

to the importance of her relationship vlith Sally. This 

relationship is part of her life20f affirmation, of 

communion, and yet it too is linked 0 death through the 

line from othello that she recalis. "If it were now to die 

'twere now to be most happy." This Piirticular moment, even 

its relationship to time and death, has a significance noted 

even by Peter as he recaiis it years later, ncoming 

downstairs on the stroke of the hour in white," while he too 

makes a connection between this moment and his v~sion ~ 

Clarissa falling de ad in her drawing-room. While the 

movement of falling can be destructive as when septimus 

commits suicide, in Virginia wool~'s art it can aiso be a 

life affirming action. 55 This is not to say that opposites 

inevitably mean the same thing, or cancel each other out. 

1 
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However Virginia Woolf had always been intrigued by the 

\ mirror, which inverts the image, and which is the means 

whereby the human subj ect begins to create the sense of 

self. The subject creates an objectified view of itself, 

occupies a position both inside and outside itself and by 
;; 

a~similating such diametrically opposed. positions 

encompasses real i ty. Septimus' plunge may result in his 

death but plunging is also an image for Clarissa's 

involvement in life, "What a lark! What a plunge! n 

The movement of rising, of building-up is mostly 

creative. The long line of guests walking up the stairs to 

Clarissa' s drawing-room are part of the ,collective life-,. 

affirming ritual 'Of the party, an occasion when the 
• 

indivï'dual becomes more integrated into his social 

environment. People D behave differently at parties, they 

communicate more effectively and become less distract~d by 

the external world. 

She saw Ralph Lyon beat (the curtain) back 
and go· on talking . • . i t was possible to 
say things you couldn't say anyhQw else, 
things that needed an effort; possible to go 
much deeper (Mrs. D., p. 151). 

However, J aside from her party-making, her efforts at 

creating, Clarissa is also characterized by her withdrawal 

from passionate intimacy, "she. had gone up into the tower 

alone and left them blackberrying in the sun." The 

withdrawal into the tower of the self is also a movement of 
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risinq, but it is affiliated vith death through the 

association 'with the ideas of isolation and withdrawal we 

noted in the narcissistic position. 

The way these contrary movements are presented does 

suggest that rising is a mirror image for falling, and life 

is in sorne way reflected in, and its significance affirmed 

by, its association with death. Death illumines every life 

through its ability to grant significance to that life. It 

.matters what we make of our lives. The possibilities of 

self-contemplation in the mirror of death allow Clarissa to 

transcend her limited social self. 

In the novel, the mirror relationship that commands most 

attention and that is central to the novel is the one 

between Clarissa and septimus. In her introduction to the 

1928 Modern Library Edition virginia Woolf explained that 

"in the first version :Septimusi "t'lho is later intended to be 

her double, had no existence; and that ~irs. Dalloway was 

originally to kill herself, or perhaps merely to die at the 

end of the party, as Kitty Maxse, on whom the character was 
\ 

based, had died after falling down her stairs. 56 The 
Ô:tl (J 

rel;ationship seems obscure. The characters never do meet 

and Clarissa catches only a briéf reference to Septimus at 

her party. Virginia Woolf was aware that this might create 

a problem for the reader. "The reviewers will say that it 
t 

is disjointed because of the mad scenes not connecting with 

the Dil1loway \.' scenes" (piary, p. 75) • However, the '- ' 

/ 
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connection is carefully worked out and prepared for in the 

book, even though it is "a relationship that only exists in 

tenns of the novel's thematic and metaphorie texture. ,,57 It 

oceurs prineipally through )~Î),c subeonseious images that 

reeur in the minds of the two eharacters. 

While Clarissa is on her way ta the florists her eye is . \, 

caught by a phrase that she reads in Hatehard' s window, 

"fear no more the heat 0' the sun / Nor the furious winter's 

rages. " This phrase from Cymbeline cornes just after 

Clarissa has been dwelling on sorne ideas about death. 

However, she makes no connection at the time. The phrase 

reeurs later, when she is hurt by her exclusion from one of 

Lady Bruton's eelebrated extraordinarily amusing lunch 

parties. The exclusion has served to remind Clarissa that 

she is fearful of the way her time is dwindling. As she 

sews her dress and sinks into reverie, it beeomes the 

leitmotif for a new aeeeptance of death. 

Fear no more, says the heart, fear no more, 
while the body lies on the beach in the sun 
hea~ing the passing bee, the breaking wave, 
the dog barking (Mrs. D. p. 37).-

Obviously 1n Clarissa's mind, she has assembled a collection 

of unrelated memories, or maybe the memory of the ~each has 

become superimposed on the other memories. Howevel" i t was 

synthesized, it is this nexus of images that appears 

independently in septimus' mind. 58 
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As septimus lies on the sofa in his room and begins to 

make some recovery from the distort~ense of reality that 

" constitutes his insanity', he becomes awëlre of his hand as it 

lies on thè back of the sofa. 

As he had seen his hand lie when bathing, 
floating, on top of the waves, while far 
away on the shore he heard dogs barking and 
barking far away. Fear no more, says the 
heart, fear no more (Urs. Dt, p. 124). 

The images that appeared in Clarissa's mind have recurred in 

" that of septirnus and this serves to rein force the concept of 

the inter-relatedness of lives that was one of Clarissa's 

p,hilosophies. 

Being laid out like a mist between the 
people she }cnew best, \vho lifted her on 
their branches as she had seen the trees 
lift the mist, but it spread so far her 
life, herself (Mrs. D., p. 10). 

Virginia Woolf is again making the tale conform ta the 

telling. If the sarne images recur in different people's 

minds it suggests a common ~CkgrOUndjhat forms a lin~ 
between individuals, that alleviates the sense of the 

isolation of the individual. 59 The Cymbeline refrain occurs 

again for Septimus ,as he balances on the window sill, albeit 

in an abbrevÏ'ated forro, "he would wait till the very last 

moment He did not want to die. Life was good. The sun 

hot. Only human beings?" (Mrs. D., p. 135). However, at 

this moment coercion in the form of Dr. Holmes appears and 

Septimus throws himself down. 
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While the Cymbeline lines are a soothinq and a 
\ 

comforting comment on the release from suffering that death 

can provide, Septimus in that last moment, allies himself 

with life, and the qulckening power of the sun. "Life was 

good. The sun hot." The sun as life-giver i5 a powerful 

symbol in Mrs. Dalloway, whose action takes place in the 

month of the summer solstice, during a day of unusual 

warmth. 60 Clarissa herself makes the association of the sun 

with life when spe withdraws to the tower. 61 "She had gone 
, 

up into the tower alone and left them blackberrying in the 

sun" (Mrs. O., p. 43). The retreat to the self is marked by 

an estrangement from communal life. Septimus' death then 1s 

not a passionate love-affair with death. We have seen how 

it may be viewed as his attempt to wrest his own meaning out 

of his life when faced with the coercive reality of Dr. 

Bradshaw's treatment. In some sense it does imply that the . 
instinct towards -death has become dominant in Septimus' 

psyche, or that the drive towards active involvement in life 

has become depressed. However, we have claimed that 

Septimus was beqinnin<:{ to heal when Or. Holmes forced the 

issue. Freud, in discussing the relationship between the' 

death instincts and the life instincts noted: 

The instincts of self-preservation, of self­
assertion and of mastery . . • are component 
instincts whose function1is to assure that 
the organism shall follow i ts own path to 
death, and to ward off any possible ways of 
returning to inorganic existence other than 
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those which are immanent in the organism 
itself. 62 

In the case of Septimus his instincts of self-preservation, 

self-assertion and mastery are roused in opposition to the 
, 

coercive forces of the medical world. Paradoxically, in 

order to successfully resist these forces and assert his 

right to follow his own path to death, septimus commits 

suicide. It might be argued that this view is confirmed by 

Virginia Wool f' s own suicide. One important aspect of 

suicide that should be considered is the choice the 

individual makes in creating the terms of his own closure. 
~ 

We have discussed how death brings life to a close and 

imparts to that life a totality, a sense of finality and the 

possibility of evaluating the whole. Through suicide 

Septimus chooses the way in which his own life will be 

evaluated, as we have been evaluating it here. He asserts 

the liberty of the individual and the pricelessness of the 

individual's freedom to so choose. Clarissa understands 

this when she says, !lShe was glad that he had done it; 

thrown it away while they went on living" (Mrs. D., p. 165). 

Clarissa' s empathy wi th the suicide of Septimus marks 

her as another character, such as Rachel Vinrace, who feels 

the attraction of death. 63 Howev~r, Clarissa maintains a 

balance between the destructive and creati ve forces that 

animate the human sUbjedt and becomes "a kind of golden 

mean. ,,64 Septimus can be viewed as an individual who cannot 

, -
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maintain such a balance, due ta the severity of his war 

neurosis, and the insensitivity of his doctors. The balance 

that Clarissa maintaina ia most clearly delineated in the 

moment that marks the climax of the plot. In the midst of 

her party, of her creat{viit, Clarissa hears that a young 

lPan has committed suicide. She is outraged. "What business 

had the Bradshaws ta talk of death at her party?" Her 

ability ta empathize with the death is shown through her 

imaginative experience of the physical reality of Septimus' 

death. This sensitivity is a characteristic of Clarissa. 

"Always her body went througtf it, when she was told, first, 

suddenly, of an accident: her dress flamed, her body burnt" 

(Krs. D., 163). As she tries to understand why a young man 

might have killed himself, she realizes she has experienced 

such" a moment in her own life. 

This young man who had killed himself--had 
he plunged holding his treasure? 'If it 
were now ta die 'twere now to be most 
happy,' she had said to herself once, coming 
down, in white (Mrs. O., p. 1(3). 

That Clarissa is able to intuitively enter into the 

emotional reality of Septimus' death does indeed mark her as 

his double. Not only . is . she aware of the sarne opposing 

drives within her as are within Septimus, but she possesses 
ç 

the ability to acknowledge the strength and significance of 

both of the opposing forces. 
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Many critics note how Clarissa uses Septimus' death as 

an imaginative substitute for her own, thereby exorcising 

her fear of i t, and this is a common theme in Western 

literature. 65 Clarissa uses Septimus' death as yet another 

mirror in which to face the reality of her own death. 66 By 

so doing she acknowledgea her sympathy with the desire 

towards quiescence, and she recognizes the necessity of her 

feelings of withdrawal. n[Septimus] has preserved the 

chastity of spirit that Clarissa jealously guards in the 

privacy of her attic room. ,,67 As she does so aIl the images 

that have been associated, in the novel, with time and death 

are drawn together. 
i 

The young man had killed himself; but she 
did not pi ty him; wi th the clock striking 
the hour, • • • the words came back to her, 
Fear no more the heat of the sun. She must 
go back to them. But what an extraordinary 
night. She felt somehow very like him--the 
young man who had killed himself. She felt 
glad that he had done i t ; thrown i t away 
while they went on living. The clock was 
striking. The leaden circles dissol ved in 
the air. She must go back. She must 
assemble (Mrs. D., p. 165). 

Not only is it the Cymbeline phrase. that takes on 

significance as Clarissa evaluates the meaning of septimus' 

death to her, but aIl the images that are meaningful to her 

1\ 
are drawn together. As in the mirror on her dressing-table 

where Clarissa drew together the disparate elements that 

composed her whole, the diamond point, so in the mirror of 
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death she composes the elements of her' life that ,will 
" , 

constitute her totality. 

One of these elements consists in the memory of throwing 

away a shilling into the lake in Hyde Park. Unlike peter's 

gift of a shilling to the old beggar woman, Clarissa's act 

of discarding the coin signifies her estimation of i t as 

worthless, as no longer posS'~ssing value. That trifling 
( 

gesture returns to her and reinforces the fa ct of her 

understanding of the significance of septimus' action. "She 

had once thrown a shilling into the serpentine, never 

anything more. But he had flung it away" (Mrs. D., p. 163). 

Acknowledging her own similar disdain of life, she becomes 
J 

aware that she has in fact escaped such a fate as has 

overcome Septimus. "She had escaped. But that young man 

had killed himself" (Mrs. D., p. 164). Rer ability to 

perfectly empathize with the state of mind of someone who 

finds that the possession of life has become worthless, 

signifies that she possesses the detached point of view with 

which she can evaluate her own life from a completely 

objectified viewpoint. "She had schemed; she had pilfered. 

She was never wholly admirable. She wanted success, Lady 

Bexborough and the rest of H:" (Mrs. D., p. 164). 

objective view-point carries its own rewards. 

No pleasure could equal, . this having 
done with the triumphs of youth. Lost 
herself in the process of living, to find it 

. as the sun rose, as the day sank (~ 
~, p. 164). '. 

This 
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The moment of risinq and fallinq finds its own resolution in 

this mom~nt of transcendence. 

This ié the moment that resolves the linear movement of 

the novel. AlI the days events, aIl Clarissa 1 s memories, 

aIl her meditations on the meaning of her life come together 

in "the c1inching or decisive motif" that creates a feeling 

of culmination. 68 As we have seen, this is a composition of 

various elements that have been part of her experience. 

Nevertheless, i t also hinges on the sympathetic nature of 

hèr judgemen.;t of Septimus' death. "Death was an attempt ta 

communicate . . . Thert-' was an embrace in death" (Mrs. D., 

pO' 163). 
/ 

The moment cames to a close as Clarissa is recalled ta 

life. The sound of the clock reimposes the' \ -external , 
" 1 

physical world, 
,( 

';-" t/"I 

The clock was striking. The leaden circles 
dissolved in the air. But she must go back. 
She must find Peter and Sally (Krs. D., p. 
165) • 

The novel finally < reasserts the world of the living and 

recreates it through the minds of Clarissa's friends waiting 

for Clarissa and making their own assessment of her. The 

novel resolves the circular nature of its form by a return' 

through the minds of h~ friends to the indi vidual wi th 

which the book began. 

1 

J 
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\ l will come,' said Peter, but he sat on for 
a moment. What is this terror? What is 
this ecstasy? He thought to himself. What 
is it that fills me with extraordinary 
excitement? 

It is Clarissa, he said. 
For there she was (Krs. D., p. 172). 
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From a position of being part of the subjective experience 

of Clarissa, the reader is finally drawn into the objective 

position of her clos .. est friend at that moment when the 
,r 

impact of one personality on another is greatest, the moment 

of meeting, the moment when thf life-asserting forces 
}\ 

recommence to initiate contact ~~ween individuals, the 

moment of desire. 

The work is cofnpleted by the objective viewpoint, which 

Clarissa achieved in her moment of transcendence, and which 

is completed for the reader through the association that has . 
bp.en achieved with Clarissa's subjective experience. Unlike 

Peter we can now evaluate her completely, in her entirety, 

from both sides of the mirror, 'There she was.' 

Through the image of the ~ mirror in her work Virginia 

Woolf consistently sought for the means with which to 

\ present her concept of the human experience, specifically as 

it applied to women. This paper has sought to establ ish 

that the mirror proved to be a superlative image as it 

combines two unique points of view. These are the 

subjective self-satisfied viewpoint and the objective view 

... 
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of extralocation that results from the imaginative 

occupation of the viewpoint of an other. Virginia Woolf' s 
<;. 

portrayal of two women who contend with the restrictions and 

repressions that victorian society imposed on them mark her ~ 

as a feminist writer. However, she aiso attempts to suggest 

ways in which individuals can adapt and survive. 
1 

While 
.' 

Rachel Vinrace is overcome by the restrictions and 
~ 

repressi9ns she encounters, Virginia Woolf in her subsequent 

\"'riting, portrayed individuals "/ho found \.,ays of coping with J 

the reality of their lives. In Mrs. Dalloway, she most 

clearly presents an individual who balances social pressures 

against personal non-conformity. The book is structured 

according to a rigid, defining framework that supports the 

meditative-style narrative, and in so doing provides a model 

of the defining, limiting code of social conformity within 

wnich the individual strives to achieve psychi.c balance. 

The mirror allowed Virginia Woolf to explore the castration 

complex in women and the compensatory mechanism of 

narcissism and its benefits to women. As a corollary to 

thesoe concepts she presents death as another mirror that 

allo\o.'s the individual to create the terms of his own 

closure, whether through suicide or through the imaginative 

possession of the point of view of suicide. The 

contemplation of death allowed Virginia Woolf to honour the 

balance that may be momentarily a<Çlieved between the 

necessity ot dying and the celebration of life. 
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CHAPTER 1 

1. Subjectivity in the work of Virginia Woolf continues to 
be a theme that arouses much--"interests among cri tics. For 
the purposes of this paper, the Most important critics have 
proved to be James Hafley, The Glass Roof: Virginia Woolf as 
Novelist (Berkeley: University of California Press, 1954); 
James Naremore, The World Without a Self: Virginia Woolf and 
the Novel (New Haven: Yale University Press, 1973); and 
Harvena Richter, Virgïnia Woolf: The Inward Voyage 
(Princeton: Princeton university Press, 1970). 

2. similarly, the relationship between 
has received much' comment and again 
writers most useful for the purposes 
Hafley, Naremore and Richter. 

the self and others 
on this topic the 
of this paper were 

3. -Virginia Woolf, The Voyage Out (1915; rpt. st. Albans: 
Gr~ada, 1984), p. 310. ,\11 further references to this work 
appear in the text ider,tified as voyage. 

4. Sigmund Freud, "civilization and its discontents," in 
The Standard Edition of the Complete Psychological Works of 
Sigmund Freud, transe James Strachey (London: Hogarth Press, 
1951-73), XXI, 104. 

" 

5. Freud, "Civilization," p. 102. 

6. ~uentin Bell, virgini~ .. woolf: A Biography (New York: 
Harcourt, 1972), II, 103. 

7. Richter, Voyage, p. 64. 

~ 8. Richter, Voyage, p. 25. 

9. Meredith Anne Skura, The Literary Use of the 
Psychoanalytical Method (New Haven: Yale University Press, 
1981), p. 3. -10. Sigmund Freud, "On narcissism, Il in The Standard Edition 
of the Complete Psychological Works of Sigmund Freud, transe 
James Strachey (London: Hogarth Press, 1951-73), XIV, 73 (footnote). 

11. Freud, "Narcissism," p. 73. 

12. Freud, "Narcissism, Il p. 73. 
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13. Sigmund Freud, "Libido theory and narfissism," in The 
Standard Edition of the Complete Psychological Works! of 
Siqmund Freud, transe James strachey (London: Hogarth Press, 
1951-73), XVI, 416. 

14. Skura, Literary Use, p. 182. , 

15. Freud, "Civilization," pp. 66-67. 

16. Freud, "Civilizatidn," p. 68. 

17. James Nielsen, Authors as Others. and Others as 
Authors, Oiss., McGi11 University, 1986, p. 25. 

18. Patricia Mayer Spacks, The Female Imagination (New 
York: Alfred A. Knopf, 1975), p. 13. 

19. Ethel Spector Person, "sexuality as the mainstay of 
identity: psychoanalytic perspectiJes," Signs, 5,4, p. 609. 

20. James A. Kleeman, "Freud's views on early female 
sexuality in the light of direct child observation, Il in 
Female Psychology: Contemporary Psychoanalytic Views, ed. 
Harold P. Blum (New York: Inte(,t'riational Universities Press 
Inc., 1977), p. 9. 

21. Jane Gallop, The Oaughter's ~eduction: Feminism~ 
Psychoanalysis (Ithaca: Cornell University Press, 1982), p. 
96. 

22. Sigmund Freud, "Sorne psychical consequences of the 
anatomical distinction between the sexes, Il in The Standard 
Edition of the Complete Psychological Works of Sigmund 
Freud, trans, James strachey (London: Hogarth Press, 1951-
73), LXX, 2 53 . 

23. William Grossman, "Penis envy: from childhood wish to 
developmental metaphor," in Female Psychology: contemporary 
Psycholanalytic Views, ed. Harold P. Blum (New York: 
International Universities Press, 1977), p. 206. 

24. sigmund Freud, "Femininity" in The Standard Edition of 
the Complete Psychological Works of Sigmund Freud, trans, 
James Strachey (London: Hogarth Press, 1951-73), XXII, 132. 

25. Ellie Ragland-Sullivan, Jacques Lacan and the 
Philosophy of Psychoanalysis (Urbana: University of Illinois 
Press, 1986), p. 299. 

26. Freud, "Narciss.,ism," p. 89. 
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27. Jacques Lacan, J:;!;;:J::iti i A S~l~~tiQn, transe Alec 
Sheridan (London: W.W. Norton, 1977), p. 4. 

28. Lacan, Ecrits, p. 2. 

29. Lacan, Ecrits, p. 5. 

30. Sandra M. Gilbert and Susan Gubar, The MadwQman in the 
Attic (New Haven, Yale University Press, 1979); p. 14. 

-31. David Daiches, virginia Woolf (Connecticut: New 
Directions Book, 1942), p. 12. 

32. Nielsen, Authors, p. 25. 

33. Sigmund Freud, "Beyond the pleasure principle," in ïhg 
standard Edition of the Complete Psychological Works of 
Sigmund Freud, transe James Strachey (London: Hogarth Press, 
1951-73), XVIII, 36. 

34. Fr,eud, "Beyond," p. 38. 

, 35. Freud, "Beyond," p. 7. 

36. Person, "Sexuality," p. 607. 

37. Freud, "Civilization," p. 122. 

38. RiChter, Vo~age In, p. 93. 
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1 •. For the purposes of this paper, the writers that proved 
the most useful were Hafley, Naremore and Richter. 

~ 

2. . Alice Van Buren Kelley, 
Fact and Vision (Chicago: 
1973), p. 10. 

The Novels· of Virginia Woolf: .. 
university of chicago Press, 

3. Gallop, Seduction, p. 22. 

4. Evelyn Fox Keller, "Feminism 
'Signs' Reader:' Women, Gender 
Elizabeth Abel and Emily K. Abel 
Chicago Press, 1983), p. 116 • 

. '\. 

and science, Il in ~ 
and Scholarship, eds. 
(Chicago: University of 

5. virginia Woolf, A Room of One's Own (1929; rpt. st. 
Albans: Granada, 1984), pp. 52-53. AlI further references 
to this work appear in the text identified as EQQm. 

6. Person, "Sexuality," p. 605. 

7 • Karen Horney, "The fI ight from womanhood, Il in Feminine 
Psychology, ed. Harold Kelman (New York: W.W •. Horton, 1967), 
p. 57. 

8. Herbert Mardar, Feminism and Art: A Study in Virginia 
Woolf (Chicago: University Press, 1969), p. 69. 

9. Ragland-Sullivan, Lacan, p. 41. 

10. Sandra Lee Bartky, "On psychological oppression," in 
Philosophy and Women (Belmont, California: Wadsworth, 1979), 
p. 4'0. See also Karen Horney, "On the genesis of the 
castration complex in women, Il in Feminine Psycholoqy, ed., 
Harold Kelman (New York: W.W. Norton, 1967), p. 51. 

11. Naremore, World, p.'A8. 

12. Margaret Blanchard, "Socialization in 'Mrs. Dalloway,' Il 
College English, 34, 2 (Nov. '72), p. 294. 

13. Kelley, Fact and vision, p. 13. 

14. DOI'othy Oinnerstein, The Mermaid and the Minotauri 
Sexual Arrangements and Human Malaise (New York: Harper and 
Row, 1976), p.S. 

<" 
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15. Richter, Voyage In, p. 61. 

16. Elaine Showalter, A Literature of their own (Princeton: 
Princeton University Press, 1911), p. 33. 

11. Hafley, Glass Roof, p. 16. 

18. Naremore, World, pp. 22-23. 

19. Sigmund Freud, "Anxiety" in The Standard Edition of the 
Complete Psychological Works of Sigmund Freud, trans, James 
Strachey (London: Hogarth Press, 1951-13), XVI, 410. 

20. Richter, Voyage In, p. 17. 

21. Juliet Mitchell, Psychoanalysis and Feminism 
(Harmondsworth: Penquin, 1914), p. xix. 

22. Ragland-sullivan, PhilosopllY, p. 19. 

23. Ragland-Sullivan, Philosophy, p. 19. 

24. Lacan, Ecrits, p. 2. 

25. Ragland-Sullivan, Philosophy, p. 26. 

26. Lacan, Ecrits, p. 2. \ 

21. Ragland-Sullivan, Philosophy, p. 21. 

28. Lacan, Ecrits, p. 2. 

29. Ragland-Sull ivan , Philosophy, p. 21. 

30. Ragland-sullivan, fbilosQPbY, p. 22. 
, 

31- Ragland-sullivan, PhilosQphy, p. 25. 

32. Lacan, Ecrits, p. 2. 

33. Lacan, Ecrits, p. 5. 
r 

34. Ragland-sullivan, Philosophy, p. 29. 
" 

35_" Lacan, Ecrits, p. 5. 

36. Freud, "Ci vilization," p. 68. 

31. Freud, "Narcissism, " p. 91. 

38. Freud, "Narcissism, " p. 89. 
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39. Virginia Woolf, Moments of Being# Ed. Jeanne Schulkind, 
2nd ed. (1976; rpt. London: Hogarth Press, 1985), p. 18. 

40. 'Freud, "Civili,ation," p. 65. 

41. Freud, "Civilization," p. 68. 

42. Gallop, Seduction, p. 69 • 
..,,'< 

43. Naremore, World, p. 58. Bee also Gallop, seduction, p. 
xii. 

44. Freud, "Narcissism," p. 89. 

45. Melanie Klein, contributions to Psycho-Analysis, 
trans., Alex Strachey (1948; rpt. London: Hogarth Press, 
1950), p. 203. See also Karen Horney, "The distrust between 
the sexes," in Feminine Psychology, ed., Harold Kelman (New 
York: W.W. Norton, 1967), P., 110. 

l' 

46. Klein, Contributions, pp. 209-210. 

47. Klein, contributions, p. 203. 

48!! Sigmund Freud, "Instincts and their vicissitudes" in 
The Standard Edition of the Complète Psychological Works of 
sigmund-Freud, trans, James Strachey (London: Hogarth Press, 
1951-73), XIV, .138-139. 

49. Freud, "Civilization," p. 101. 

50. Freud, ~Civiliz~tion," p. 101. 

51. Barbara Hill Rigney, Madness and Sexual Politics in the 
Feminist Novel (Madison, Wisconsin: University of Wisconsin 
Press, 1978), p. 43. 

52. Freud '. "Narcissism," p. 95. 

53. Mitchell, Psychoanalysis, p. 82. 

54. Sigmund Freud, "The development of the libido and the 
sexual organisations," in The Standard Edition of the 
Complete Psychological Works of Sigmund Freud, transe James 
Strachey (London: Hogarth Press, 1951-73), XVI, 337. 

55. Klein, Contributions, pp. 209-210. 
" 

56. Klein, contributions, pp. 210-211. 
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57. Klein, contributions, p. 212. 

58. Eleanor Galensar and Herman Roiphe, "Some suggested 
revis ions coneerning early female development;" in Female 
Psyehology: Contemporary Psychoanalytic Views, ed. Harold P. 
Blum (New York: International Universities Press, Inc., 
1977), p. 55. See also Harold P. Blum, "Masoehism, the ego 
ideal, and the psychology of women, fi in Female Psychology: 
Contemporary Psychoanalytic Views, ed. Harold P. Blum (New 
York: International Universities Press, Ine., 1977), p. 55. 

59. Horney, "Genesis, " p. 43. 

60. Ragland-Sullivan, Philosophy, p. 298. 

61- Gallop, Seduction, p. 3. 

62. Ragland-Sullivan, Philosophy, p. 55. 

63. Bartky, "Oppression," p. 34. 

64. Ragland-Sullivan, Philosophy, p. 26. 

65. Blum, "Masochism, " p. 181. 

66. Moore, Madwoman, p. 100. See also Mitchell A. Leaska, 
The Novels of Virginia Woolf; From Beginninq to End (-N~w 
York: John Ja~ Press, 1977), p. 38. 
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CHAPTER 3 

1. Daiches, Woolf, p. 10. 

2. Pamela Transue, Virginia Woolf and thé Politics of Style 
(Albany: State University of New Yor~ Press, 1986), p. 34. 

3. For the purposes of this paper, the most useful critics 
have proved to be David Daiches: Avrom Fleishman, "Forms of 
the Woolfian Short story," in Yirginia Woolf: A Revaluation 
and continuity, Ed. Ralph' Freeman (Berkeley: University of 
California Press, ~980); and Harvena Richter. 

4. Fleishman, "Forms, Il p. 44. 

5. Daiches, Woolf, p. 13. 

6. James Hafley, "Virginia Woolf's Narrators," in Virginia 
Woolf: A Revaluation and Continuity, Ed. Ralph Freeman 
(Berkeley: University of California Press, 1980), p. 36. 

7. Hafley, Glass Ro~i, p. 44. 

8. Richter, Inward Voyage, p. 71. 

9. virginia Woolf, A Writer's Diary, Ed. 
(1953; rpt. st. Albans, Granada, 1981), p. 
references to this work appear in the text 
Piary. 

10. Richter, Inward Voyage, p. Il. 

Il. Naremore, World, p. 3. 

12. Richter, Inward Voyage, p. 232. "-

Leonard Woolf 
31. Further 
identified as 

13. Jean Guiget, Virginia Woolf and her Works, Trans. Jean 
stewart (New York: Harcourt, Brace & World, 1965), p. 215. 

14. Fleishman', "Forms, " p. 5I. 

15. Fleishman, "Forms," p. 54. 

16. Hafley, "Narrators, " p. 37. 

17. Klein, CQn:tributions, p. 211. 

18. Fleishman, "Forms," p. 63. 
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19.' Virginia Woolf, "The New Dress" in A Haunted House 
(1944; rpt. st. Albans, Granàda, 1982), p. 50. Subsequent 
references'to this work appear in the text are identified as 
~a. Ho. 

20. Richter, Inward Voyage, p. 67. 
> 

21. Woolf, Mo~ents, p. 68. 
• 

2~. Bartky, "oppression," p. 39. 

23. T.E. Apter, Virgtnia Woolf; A study of ber novels (New 
York: New York Univer,ity Press, 1979), p. 15. 

\ 

24. Harder, Feminism) p. 131. 

'. 
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CHAPTER 4 

1. For this paper, the authors most useful to its purpose 
have proved ta be Blanche H. Gelfant, "Love and conversion 
in 'Mrs. Dalloway, '" criticismi A Quarterly for Literatpre 
a.nd the Arts, 8, (Winter 1966), p. 229: Naremore: and Richter.' 

~ 

. 2. See Jane Novak, The Razor Edge of Balance: A study of 
yirginia Woolf (Coral Gables: University of Miami Press, 
1975), pp. 125-127. 

.., 
3. See, for example-, Charles G. Hoffmann, "From short story 
ta novel: the manuscript revision of Virginia Woolf's 'Mrs. 
Dalloway, '" Modern Fiction Studies, 14 (1968), 176-77. 

4. Makiko Minow-Pinkney, Virginia Woolf and the problem of 
Subject (Brighton, Eng1and: Harvester Press Lta., 1987), p. 
65. 

5. Virginia Woolf, Mrs. Dal1...9way (1925; rpt.; st. Albans, 
Granada, 1983), p. 34. AlI :3ubsequent references to this 
work appear in the text identified as "rs. D. 

6. Gelfant, "Love," p. 229. 

7. Richter, Inward Voyage, p. 114. 

8. Gelfant, "Love," p. 229. 

9. Gelfant, "Love," p. 229. 

10. Richter, Inward Voyage, p. 114. 

11. Freud, "Psychical consequences," p. 259.t 

12. Kelley, Fact and Vision, p. 101. 

13. Jane Gallop, Reading Lacan (Ithaca: Cornell University 
Press, 1985), p. 61. 

14. Gelfant, "Love," p. 231. 

15. Minow-Pinkney, Woolf, p. 66. 

16. Naremore, World, p. 97. 
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17. Lucio Ruotolo, "Krs. Dalloway and the unguarded 
moment," in Virginia Woolf: A Revaluation and continu~ty, 
Ed. Ralph Freeman (Berkeley: University'of California Press, 
1980), p. 157. 

18. Leaska, Novels, p. 89. 

19. "Freud, "Civilization," p. 127. 

20. Freud, "Narcissism," p. 89. 

21. Suzette A. Henke, "Krs. Dalloway and the Communion of 
Saints," in New Feminist Essays on Virginia Woolf, Ed. Jane 
Kar~us (Lincoln: University of Nebraska Press, 1981), p. 131. 

22. Minow-Pinkney, Woolf, p. 67. 

23. Nancy Topping Bazin, Virginia Woolf and the Androgynous 
Vision (New Brunswick, N.J.: Rutgers university press, 
1973), p. 117. 

24. Gelfant, "Love," p. 233. 

25. Henke, "Saints," p. 131. 

26. Minow-Pinkney, Woolf, p. 64. See also Rigne, Madness, 
p. 48. 

27. Henke, "saints," p. 131. 

28. Gelfant, "Love," p. 231. 

29. Beverley Anne Schlack, "A Freudian Look at 'Krs. 
Dalloway, '" Papers on Language and Literature, 2, (Winter 
1986), p. 64. 

30. Gelfant, "Love," p. 232. 

31. Showalter, A Literature, p. 277. 

32. Showalter, A Literature, pp. 274-275. 

33. Maria OiBattista, Virginla Woolf's Major Noyels; The 
Fables of Anon (New Haven: Yale University Press, 1980), p. 
47. 

34. Minow-Pinkney, Woolf, p. 65. 

35. Rigney, Madness, p. 44. 
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36. Herbert Mardar, "Split Perspective: Type of Incongruity 
in 'Mrs. Dalloway, 1 Il in PaDers on Language and Literature, 
22 (Winter 1986), p. 64. See a1so Rigney, Madness, p. 62. 

37. Ruotolo, "Mrs. Dalloway," p. 150. 

38. Blanchard, "Socialization," p. 296. 

39. Mardar, Feminism, p. 94. 

40. Spacks, Imagination, p. 316. 

4l. Horney, tlDistrust, Il p. 113. 

42. Mardar. Feminism, p. 94. 

43. Kelley, Woolf, p. 9l. 

44. Leaska, Novel, p. 114. 

45. Ruotola, "Mrs. Dal1oway, " p. 155. 

46. Minow-Pinkney, Woolf, p. 69. 

47. Naremore, World, p. 103. 

48. Freud, "civilization," p. 93. 

49. Naremore, WorlcÎ, p. 95. 

50. Howard Harper, "Mrs. Wool f and Mrs. Dalloway," in ~ 
Classic British Novel, eds. Howard Harper and Charles Edge 
(Athens, Georgia: University of Georg~a Press, 1972), p. 234. 

51. Rachel Brownstein, 
Harmardsworth: Penguin, 
Woolf, p. 104. 

'Becoming 
1984), p. 

52. RiChter, Voyage, p. 205. 

a Heroine (1982; rpt. 
282. See a1so Kel1ey, 

53. J. Hillis Miller, "virginia Woolf's AlI Soul's Day: The 
omniscient narrator in 'Mrs. Dalloway, , " in The Shaken 
Realist: Essays in Modern Literature in Honour of Frederick 
J. HOffman, eds. Melvin J. Miller and John B. Vickery (Baton 
Rouge: Louisiana State University Press, 1970), p. 108. 
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